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Chapter V
VIOLIN METHODS AND INSTRUCTIONAL MATERIALS IN ENGLAND
The two interesting articles by David Boyden conceming the
first English violin tutor1 have been mentioned previously in connection
with Geminiani's

L'Art de joµer le yiolgn

(see Chapter III, page 59).

At the close of his "Postscript," Professor Boyden tabulates "A Revised
Blbliography of Treatises Devoted in Whole or in Part to Violin Instruction, published in England 16.58-1731. 112

This is reproduced, with Profes-

sor Boyden I s permission, in Appendix B, below.

The list reveals the in-

crease in the number of such publications between 16.58, when the second
edition of Playford' s

An Introduction to tho S)d,11 of Murie; was issued,

and 1731, the date of "The Art of Playing on the Violin, 11 as Part V of

Tho Mod.om Music;-Muter CPrelleur] • 3 (The first edition of Playf'ord's

Introduction contained no music, but the nineteen subsequent editions
did.)

This second edition of Playford4 comprises two "books," the second

1. David D. Boyden, "GMiniani and the First Violin Tutor," Aok MudgoJ.gwa, XXXI (1959), 161-70; "A Postscript to 'Geminiani and the First
Violin Tutor'," Acta. Mprlcolo&'ic;& XXXII (1960), 40-47.

2. Boyden ,

Po stss;ript. 45-47.

3. The music-printers Cluer and Dicey fllllploy-ed Preller, aboltt 1730, to
compile and edit an ;tn;t.rpdut.i,qn t.o $'indnr, and instnctions tor
learning to play most instruments, according to Sir John Hawkins,
Hiatory
tho Scimso and Practice
Music (London, 1776), 2 vols.
(New York: Dover, 1963), II, 896.

or

or

4 Bg:eif Cw.] Introduction to the
Viol (London: w. Godbid, 16.58).

4. John Playford,

·tor Soni

and,

S)dl]

or Muri,gk:
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giving "Directions for the Playing on the Viol de Gambo, and also on the
Treble-Violin";
added.

by 1667, a third "book," "The Art of Descant," was

The ccntents of the section pertaining to the violin remained

much the S&llle in all editions.

In the twelfth edition of 1694, Book II

contains "Instructions and Lessons both for the Bass-Viol and TrebleViolin."5

Within this second book is "A Brief Introduction to the Play-

ing on the Treble-Violin," in which section Playford declares a didactic
purpose.

He writes:

The Treble-Violin is a chearf'ul and spritely Instrument, and
much practised of late, some by Book, and some without; which
of these two is the best way, 111&y easily be resolved: To learn
to Play b y ~ or w_, without Book, is the way never to Play
more than what may be gain'd by hearing another Play, which may
soon be forgot; but on the contrary, he which Learns and Practises by book according to t h e ~ . (which is the True Rulo
for Mµsi,gk} fails not, after he canes to be Perfect in those
lml..GA., which guide him to Play more than ever he was taught
or heard, and also to Pliy his Part in Consort, which the other
can never be capable or.
Presentation of instructicnal rules is preceded by generalities concerning the violin, its tuning (both by "Eighths" and by "Fifths"), 7 the absence or frets on the violin (and the necessity or placing six frets on
the fingerboard to play in tune), and the realization or graces.

While

the "Table or Graces" is in notation, the examples in the remainder of

5- John Playford, Ari Intrqingtion, to tho Skill
12th ed., ed. Henry Purcell (London:

6. Wsi-, 71-72.

0

t Mµgdgk.

E. Jones, 1694).

7. Ilwi-. 75.

in l'bx:oo Books,
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the discussion are in tablature (letters on a tour-line start, similar
to the French lute tablature employed in F.ngland).
the gamut is B, f'ourth finger on the E string-;

The upper 11.ndt of

none or the t\llles pre-

sented later in the volume extend beyond first position.

Before pro-

ceeding to actual instruction, the author advertises some or his other
books by ref'erring the reader to
First and Second parts ot Apgllg's J3,mquot lately Published,
containing the newest Tunes for the Violin, with the most
usual
Dances used at Court and Dancing-Schools. And
in the Book called The Dancing-Ma,stor- lately Reprinted,
with large Additions of the newest Tunes ot Dances now in
use.8
This procedure was, of course, common at the time -- and later.
General Rules for the Treble-Violin" follow, and COlllprise:

"Some

(1) hov to

hold the violin and bow, (2) fingering, (J) shitting, (4) simple up and
down bowing, (5) some advice:

"Lastly, in your Practice ot any Lesson,

play it slow at f'irst, and by of'ten Practice it will bring your Hand to
a more swift motion. 11 9

Pages 80-84 consist of' "Short TUNES tor the

8. Il21s;l.. The books referred to are: John Playford, The &,glhh Dancing
Master (16.50) (London: Meller, 1933); John Playford, The Englbh
Dancing Master (1651), facsimile ed., ed. Margaret Dean-Smith (London:
Schott, 19.57); The Danging Master, 1/ol, tho Soc;gnd, gr Direct1P03
for Dancing Country-Danc;os, 4th ed. (London: W. Pearson, 1728).
The English Dancing Ma.st.or contains music for dance t\llles notated on
a single staff' above the choreography; there is no instruction given
for the vial.in. The Blbliography of the tacsim. ed. 1,y ·n.an-Smith
says the latter book was can.piled by John Young.
9. Playford,

Introdugtign.

12th ed., 78.
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TREBLE-VIOLIN by Letters and Notes," these tunes being "Maiden Fair,"
"The KING'S Delight," "Parthenia," all three being given in both notes
and tablature, and "John Come liss:

With Division to each strain" and

"The Lark," the latter two being in notes only.

From the foregoing

analysis of the contents it can be seen that the book is instructional
on an elementary level, is designed as preparation for performance of
dance tunes, and contains neither exercises nor &tu.des.

Another Playford publication, Tho Djyision-YiQJin. 10 contains,
in addition to "A Choice Collection of Divisions to a Ground for the
Treble-Violin," several preludes, some of which incorporate double and
triple stopping, but nothing that could be considered an 8tude.
John Lenton' s Tho Gcm,tl,rnen' s Divorsiop or tho Violin Explained
is described by Van der Straeten:
Under the title, The Geptl,n•u' s Diversion or tho Viol ip
Explained. he published an instruction book, in oblong quarto,
which appeared first in 1693, according to Stratton and Brown's
British Mp§iftl Biogn,phy. At the end were sane pieces of his
composition.
Hawkins reports also on the second edition, which appeared in 1702 as

Tho YMful Instructor on ;the Violin.

This contained an appendix but

10. John Playford, The Diyision-YiQJin;

of Diyisims to
J. P., 1685).

I

containing A Choice Collection

Grgupd for :tbe Treble-Violin (London:

Printed by

11. Edmund van der Straeten, The RQma.nce of the Fiddle (Lendon:
1911, 86.

Rel:man,

148
lacked the airs. 12

Neither of the editions mentioned shifting, and

range extended only to c"' .

Lenton gave "Directions for Ordering the

Bow and Instrument," in which he cautioned the performer ag<&inst holding

the violin under the chin, as well as ''against a most unaccountable practice, viz. , the holding it so low as the girdle;
in imitation of the Italians:

which he says some do

so that we must conclude he means that

the violin should rest on the breast of the performer. 111 3

Nol ms yolens, or You shill loam to play on :the YioJ 1n whethm:
you will or no, 14 is believed to
solely to violin instruction;

be the first extant violin tutor devoted

the only known surviving copy of it is in

the Bodleian Library at Oxford. 15 At present, its authorship is unknown;
Boyden speculates as to the possibility of its being from the pen of
either John Lenton or John Banister, but this is purely conjecture.

The

small oblong book treats of tuning, "fiats and sharps," common and triple

time, the "usual graces" (in this case, the beat+, the shake=, and the

12. Hawkins, op. cit., II, 770. (This may be located on the same pages
in the 1853 edition, J vols., published in London by Novello.)
13. lli$1., II, 710-71.

14. Nolons yolens. or You shill learn to plgy on :tho Violin whet.her you

will or no Being an new Intrgductim for tho in structi pg of'. ypµng
Practitioners on :that Polightfu,l Instrument, Digested, in a more
plain and ouv method tban any vet extant; Together with • choice
Collection of ms Compos' d by tbo most Ingozdous Masters of xe ko
(lLondon_/ : Tho. Cross, 1695). Fran the scale on the microfilm,
the book would appear to be about four inches high and about eight
inches wide.

15. Boyden, Postscript. 45.
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slur "" ) , an:i bowing ( "u"

= up

bow, "d"

= down

bow).

As a tuning aid,

a full-scale diagram of the violin fingerboard (fretted) is interleaved
between pages three and four.
examples;

The only music in this first section is

those showing proper bowing are marked with

11

u 11 or "d" over

each note, but are labelled "example," and no verbal direction is given
to practice them.

Melodies for forty-one tunes -- mainly dances --

complete the volume.
Courteville."

Among these is "A Suite of Ayres made by Mr.

The cover of

Nolens yolens

can be seen in Volume I, Frontis-

piece, page ii.
Boyden discovered also a copy of the long-lost

Instructer

L~ Jon the

The SAlf-

Violin, in the Liceo Musicale of Bologna,

where it was reposing in the stacks under the title

Matodo di yiolino

The Sell-Instmctor on the Yiolin. 16 This is one of two extant copies;
the second is an anthology titled

The First, Second md Thim Book of

the Salf-Inst,ructor on the Yiolin

and is in the Durham (England) Cathe-

dral Library. 17

The method book has an oblong fonnat and contains thirty

unnumbered pages -- nine are text with musical examples -- and there are

16. The se1r-Instructer on the YiQJin. or The Art 0 t Plqing on that Instn,upent ;improy'd &made easy to ve rneanest capaci,ty by plain mes
and directions together with a choice Collection of ye newest Tunes
& Airs compos 'd by ye most able Ma,sters to whl,ch is a,d,ded an excellent Solo by Mr Courtiyille. fairly Engraxen on Copper Plattes
(London: Printed for I. Miller, I. Walsh, I. Hare, 1695).
17. Boyden,

Postscript. 41;

Boyden,

First Violin Tutor, 161, fn 2.
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The 1713 edition of this work 22 is very similar to The Self-Instructer
in both shape and contmt.

It comprises nineteen pages of text and

nineteen pages of tunes, bit contains neither exercises nor ~tudes.
Later editions with the same title retain the text but provide different
melodies.
Chapter III of
playing.

The Compleat Mµsick-Ma,ster 23 concerns violin

The text resembles The

Compleat Tutor.

The "Easie Lessons for

beginners on the Violin 1124 comprise one Rigadoon, one Ayre, and two
Marches.

There are no exercises or ~tudes.
In his article, "Geminiani and the First Violin Tutor, 11 Boyden

provides a thorough description and discussion of Part V of The

Music-Ma,;stu or. the Universal Musician,
Art of Playing on the Violin. 11

25

Modero

which section is titled "The

Professor Boyden discusses also Peter

Pµblish'd The Compleat Tutor, to
the Violin. The Fourth Book containing very plain &@an Directions
for Learn1rs. with variety or ye nnest & best tune;s perform'd at ye
Th,atres, and all tha Minuet:;, Borfes, Trumpet-tunu & Ma,rchs now in
us,. Compo s 'd by Seysra1, Wnent MASt,rs; To which is added a Set
of Pr,ludes in all ye keys after a new ma,,ner by Mr Pt@ (London:

22. L-John Banister.], Neyer Before

Printed & Sold by Jno. Young, 1713).
23.

Th1 Com.glut Mu:;ick-Ma,star

Pearson," 1722).

(London:

"Printed by and for William

24. IW,., 44.

The Modem Musick-Ma,ster or. th1 Uniyersa1, Musician.
containing. I, An Introduction to Singng , , , II, Diractions for
play:i,ng on th• FLUTE· ,
III, Th1 Nawest Method for L1arn1rs on
the GERMAN FLUTE. , , • IV Instructiws upon th• HAUTBQX. ,

25. /:Prelleur],
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Prelleur as the supposed rut unnamed author of this tutor.

There is a

copy of Tha Moo.em Mµsic-Ma,ster in the Music Library at the University
of California (Berkeley).

The work is of octavo size, and ,Prelleur

cOlllillents in his Preface that the book shape is "more Acceptable to the
Curious than the Antiquated manner of opening Length-ways since it is
more convenient and beautiful, as having the Advantage of being an Ornament to a Li brary. 11

Part V consists of forty-eight pages, nine of which

are text, · and an unnumbered interleaved fingering chart.

After a brief

introduction, the text deals with how to tune the violin, how to hold
the instrument and play every note, fiats and sharps, time and note
values, the usual graces, and bowing in both common and triple time.
The text follows closely that of Nolens yolens.
plete pieces -

There a.re thirty com-

airs, tunes, operatic selections, and dances -- plus a

Courteville saiata.
this section to

There are no ,tudes.

Nol1ns yolens,

Professor Boyden has traced

from which he states that it was pirated

and published almost verbatim. 26

Y The Arte of flaying on the Violin; with a Maw Scalt Shmna: how
to Stop every Flat or Sharp NOTE, •p,ctlv in Tunt, and wbtr• th1
SHIFTS of tb• Hand should be mad,1 ,
, YI
The HARPSICHORD. , ,
With Ru,les for Attaining to Play a THOROUGH-BASS, In which is inclµdtd
A Largt Coll@ction of A.IRS. and LESSONS. , , , with a Bci•t HISTORY
of MUSICK , , , To which is Addtd,, A MUSICAL DICTIONARI, , , ,
(London:

"Th• Printing-Office in Bow Church Yard," 1731).

26. Boyden, Postscript, 40.
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Noles yol1ns pa.ssed through many editions, under va.rious
guises;

thus its existence &s & violin tutor w&s preserved for more

than a century.

The l&rge number of violin tutors on the market indi-

cates the popularity of the instrument in Ehgland during the eighteenth
century;

the inclusion of different compositions in the various edi-

tions points to eateur perfon11ers avid for new dance tunes;

the com-

plete disappearance to the point of extinction of twenty-seven out of
forty editions

is

evidence that the music was used until worn out and

then &pparently discarded.

Boyden believes that these tutors were in-

tended to serve a dual purpose:

for violin instruction and for social

occasions, particularly those involving dancing.

This is implied by the

fact that all of the music contained in them is & single violin line unsupported by a thorough bass. 27
life of Nolen=, yolen,s:

Professor Boyden commented on the long

"The fact that in one form or another the text

of this unassuming work enjoyed a continuing sale for over a century is
at once & tri'l:ute to the work itself, a commentary on the rise of the
&mateur, and impressive evidence of the elementary state of amateur

violin playing throughout the 18th century."

28

Robert Crome' s Th.e Fiddle New Model 1 d29 presents m.&terial

27. Ibid., 44.

28. Boyden, Fir~t Violin Tutor, 168.

29. Robert Crome, The Fiddle New Model'd or a useful Introduction for
the Violin. Exemplified with famili1r dialogues (London: J. Tyther,
n.d. lJ.74-1_/). This date is given in t he card catalogue at the
Music Library at the University of CAlifornia (Berkeley).
British Union Ca,t.a.logue gives 11
1750J 11 with editions a. 1760
by Tyther, and with 1765 and 1785 editions published by Rutherford.
(The British Union Catalogue of Early Music. ed. &lith B. Schnapper,
published in London: futterworths Scientific Publications, 1957,

rc.

p. 241.)
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similar to that in the other tutors, but in dialogue between master and
scholar, and expanded through insertion of musical examples, principally
minuets.

The bowing "example" (p. 48) could be termed an exercise, and

the jiggs for bowing (pp. 54-55) might be loosely construed to be ~tudes.
The "Easy Lessons" to use the rules previously presented (pp. 64-70) take
the form of airs, minuets, and a jigg, and might be placed in the same
category, but this is debatable.

Inclusion of these small forms

as

les-

sons differentiates this work from the run-of-the-mill tutors, however,
and appears to be the first indication in English writings of a step toward the ~tude.
William Tans'ur wrote A New Musictl Grammar. first published
in 1746; 30 the seventh and final edition under this title was printed
in 1829.

31

The 1772 edition bore a different title:

The Element§ of

Musick Di:,play'd or;

its Gramnar, or Ground-Work made Ea,:,y; Rudimenta,1,
Practical. Philo~ophical, Hi§torical, and Technical. 32 This edition

or. the Harmonical Spectator
containing All the useful Theoretical. P~actical. and Technical Parts
of Musick Being a New and Correct Introduction to All the Rudiments.

JO. William Tansur, A Ne;w Musical :Zra-".PP4ti

Ter;ns, and Character:, and Cgnpositiop in all its Branches. with
Several Sca,les for Musical ln§trum,ents and Philosophical Demonstrations on Tne Nature of 3oµnd (London: Jacob Robinson, 1746). (Tans'ur and Tansur are both common spellings for this author•~ name.)

J1. William Tansur, Senior, A ?:!u,sical Grammar and Dictionary; or a
General Introduction to the Whole Art of Music (London: Jones & Co.,
1829).

32. Willirun Tans'ur, Senior, The Elements of Music Displa,y'd or; its
Grammar, or Ground-Work made Ea,:y;

Rudimeptal, Practical, Philosophi-
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describes the violin as "this curious and unfix'd Instrument" which was,
above all others, "the fittest for Dancing";

presents instructions for

its tuning and for proper practice, and notates a scale by means of letters and notes.

Only first position notes are indicated;

shifting is

not mentioned, but extension of the notes on the E string is implied by
the use of the ampersand after the letter "B'' in the diagram of "The
Gamut on the Four Strings."
from Playford;

Tans'ur derived some of his instructions

compare the following quotation with Playford's advice

in An Introduction to the Skill of Music (see above, page 146):

every Lesson o r ~ . very .li.Ql:L a t ~

"fill

for a diligent Practice will

bring your Hand to a more swift Motion. 1133 The section on the violin
was much the same in all three of these editions.
Gem.iniani's The Art or

Playinu on the Violin appeared in 1751.

cal. Historical, and Technical, in Five Books; coptAiningg
to all the Rudiments of Music· II

uniyer:,a,1 INTRODUCTION

34

I. An

or

Time

,
III The structure of Musical Instruments· With the Sca,le
Agglicahle to Ea.ch
IY The Theory or Sound ,
Y, A New
Musical Dictionary (London: Printed for Stanley Crowder, 1772).

33. Tansur, 1746 ed., 79. (For possible use of Tans'ur' s works in
.America, see below, page 230.)

34. Francesco Geminiani, The Art of Playing on the Violin (London, 1751),

edJ David D.

f acs. ~. ,
n. d. L 19 51?

)•

Boyden (London:

Oxford University Press,
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Boyden regards it as "one of the first mature expositions of violin
playing.1135
Within the scope ot its relatively few pages is covered quite
completely the technical groundwork necessary to cope with almost any violinistic problem of its time except those posed by
certain special eff' ects and by music requi;i11g an exceptional
virtuosity such as the Locatelli Caprices.
The treatise comprises a preface, nine pages of text, and fifty-one pages
of music, consisting of twenty-four Essempi and twelve Compositions.
Each paragraph of text is headed by the number of' the Essempio to which
it relates.
bass.

Essempi VIII-XIII and XV-XVII are supplied with thorough-

Most of the musical examples are based on scales, even the theme

and the major portion of' its variations being given as Essempio IX.
Essempio X (in C) is transposed into D for Essempio XI;
ference in the violin part is in the last measure;
parts are entirely dif'ferE11t, however.

the only dif-

the thorough-bass

These two examples are ~tudes

designed for mastery or shifting, but here, too, scales are much in
evidence.

Essempio XII is also an ~tude, on position changes.

The text

states that Essempio XIII "cannot be justly perfomed without having
first well comprehended and often practised what is contained in the
18th Example."

Essempio XVIII depicts proper execution of omaments;

CvJ. Text and music are separately numbered:
the pages of' text run from " (2] " to 11 [ 9
and the music from 1
to 51. The twelve compositions begin in the middle of p. JJ.

35. ll;w1., Int,roductign
J6. Il;wi.

J ,"

157
therefore, Essempio XIII is an 8tude designed for employment of o:maments.

(See Plates

are reproduced.)

xxnx and

XL, pp. 1.58-59, where these two Essempi

Essempio XXIII is an 8tude on double stops.

Con-

cerning the twelve Compositions with which the work cmcludes, Geminiani
writes:
After the several Examples, I have added twelve Pieces in
different stiles for a Violin and Violoncello with a thorough
Pass for the Harpsichord. I have not given any Directions
for the performing them; because I think the Learner will
not need any, the foregoing Rules and Examples being sufficient to qualify him to perform any Musick whatsoever.37
(It should be noted in passing that although Geminiani wrote his Preface
in English, he used his native Italian language in the Essempi.)
The range or the music in the method extends to a"';

position

work, double stopping, chordal arpeggiation, and other violin techniques
are thoroughly covered in musical "examples" but the text divulges basic
information too briefiy:
In using Geminiani' s work most violin pupils would need a
good teacher without whom the problem or applying the basic
principles of the text to the lengthy examples and the music
would be too ~reat for the average student's persistence and
imagination. 3
Boyd.en's statement suggests, as does the treatise itself, that Geminiani
intended his book for use with a ?!laster.

37. 1121si., Preface.

The publication of this

38. llw1,, Introduction, viii.

PLATE XXXIX

Geminiani, Essempio XIII.

....

\J\

co

PLATE XL

Geminiani, Essempio XVIII
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treatise indicates that there were two levels of violin instruction in
England at the middle of the eighteenth century -- a scholarly approach
as well as self-tutoring.
Genrlniani's ~tudes are important as a source of information
on "style" or "taste" in playing the violin.

To him, technique and ex-

pression were inseparable in the proper perfomance of a composition,
and the music presented in The Art of PlA,ang on the YioJ1n may be considered ~tudes for style as well as ~tudes for various techniques of
violin playing.

His instructions on the "Ornaments of Expression, neces-

sary to the playing in good Taste" (Example XVIII) reveal many things
about the matter of style, and such phrases as "taking Care not to follow that wretched Rule of drawing the Bow down at the first Note of every
Bar" (Example VIII), or "this Movement ought to be executed in such a
Manner as to resemble an affecting Discourse" (Example XIIl) show the
importance Geminiani attached to style.

He speaks of acquiring the abili-

ty to "render the Melody agreeable" in the same phrase with arriving at
"a Facility in the Execution" (Example XVI).

Geminiani wrote the fol-

lowing:
Men of purblind Understandings, and half Ideas may perhaps ask,
is it possible to give Meaning and Expression to Wood and Wire;
or to bestow upon thm the Power of raising and soothing the
Passions of rational Beings? fut whenever I hear such a Question
put, whether for the Sake of Information, or to convey Ridicule,
I shall make no Difficulty to answer in the Affinna.tive, and
without searching over-deeply into the Cause, shall think it
sufficient to appeal to the Effect. Even in common Speech a
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Difference of Tone gives the same Word a different Meaning.
And with Regard to musical Performances, Experience has shewn
that the Imagination of the Hearer is in general so much at
the Disposal of the Master, that by the Help or Variations,
Movements, Intervals and Mcxlulation he may almost stamp what
Impressiai on the Mini he pleases.39
Geminiani's infiuence on violin playing should not be underestimated.

His treatise was translated into several languages, and was

published in many editions on the continent of Europe.
tions see a.hove, p. ,58;

for

a

(For French edi-

Genna.n edition, see p. 138.)

An

abstract

of the treatise was published in the United States (see below, p. 230).
Writers of histories of violin playing do not mention &ny further didactic works or treatises in Engla.nd dating before 1800, although
it is known that

Nolfflls yolfflls

wa.s perpetuated in va.rious forms and

guises, and that Geminiani's name was used on tutors, a.t least until 1800.
One

such is:

The Entire New

and

Compleat Tutor for the YioJ1n Contfr1n-

ing the easiest and best Methods for Learners to obtain a Proficiffllcy,

with some useful Directions. Lessons, Graces,
a,dded

&c

To which is

a favourite collection of airs, marches. minuets. sgng tunes, &c.,

by Geminiani.4o

The work wa.s printed for John Preston in London, "where

may be had a new Edition of Instructions for every Instrument, " but the
edition is without publication date.

The thirty-four-page book gives

instructions on the rudiments of violin playing and music on the first

39 . Il21sl. , 8.
40. Geminia.ni, The Entire New and Comnl§at Tutor for the Yi,olin
(London: Printed for John Preston, n.d. L 178-?_/ ) .
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twelve pages;

melodies fill the remainder.

Tuning directions caJl for

pulling the E string up almost to the breald.ng point, then tuning by
unisons, e.g., matching the .fourth finger on the A string with the open
E string, etc.

If the violinist is unable to play in tune, he is advised

to mark his fingerboard according to the guide provided for that purpose,
so that his intonation problems will be solved.
include:

Other matters mentioned

(1) explanation of clefs and time signatures, (2) rests and

beating time, (.'.3) bowing, (4) graces, including a "Table of Ornaments of
Expression" (fourteen of them), (5) keys with "a flat third" and keys
with "a sharp third," and (6) shirting.
cluded.

No ~tudes or exercises are in-

Similar tutors appeared in the United States (see below, Chap-

ter VII, p. 230) .
Stephen Philpot (fl. 17--?) of Lewes in SUssex, One of His
Majesty's Musicians in

Ordinary, published An Introduction to the Art

of Playing on the Violip -41 This work post-dates

Geminiani, for the

statement is made that, after Geminiani, the author would not attempt
"a regular System of finished Rules." 42 In addition to rudimentary

Introduction to the Art of Pla,vi,ng on the Violin, on an Entire New Plan, Ca,lcµlAted, for Laying a Regular Foundation for Young Beginners. Exr1e1red by such Etn Rules and Principles
a,s win ®&hle a Scholar to a,cquire a, proper tfothcxi for performing _
on tha,t Instrument (Lendon: Randall & Abell, n.d. L between 1766-71_}).

41. Stephen Philpot, An

These dates are the period during which the finn of RandaJl & Abell
was in operation in Landon, according to Frank Kidson, Bd,tish Music
Puhljsbers, Printers, & Engravers (London: W. E. Hill & Sons, 1900),
108.
42. Philpot,

QP

cit.,

13.
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explanatory material, much music is presented for practice -- scales,
exercises, and small pieces in binary fonn with stated didactic purposes.
This latter group might be tenned very simple ~tudes.
supplied for the accompaniment.
cated. ;

Thorough-bass is

Fingerings and some bowings are indi-

t he music rises to third position, but its simplicity substan-

tiates the stated purpose of the work as a whole:

t he volume was in-

tended for young beginners.

The Art of

,Bowing

on the Yi 0J; n calcµla,ted, for the Practice &

Improvem,ont of Juvenile Performers, 43

by Joseph Gehot, consists of an

Aria with thirty variations, each of which is concerned with a specific

The sixteen-measure Aria in D major is a symmetrical

technical problem.
open binary fonn;

a thorough-bass is provided.

The first variations

appear simple, but the technical problems increase in difficulty as the
work progresses.

This volume consists solely of music;

or practice instructions are given.
as an ~tude.
in

Ex. 10,

The theme

page

am.

no perfonnance

Certainly this should be classed

excerpts from some of the variations given

164, illustrate the handling of bowing problems.

45

Van der Straeten44 and P,aker's Biographical Dictionarv
list publication of

The CQllP1,ete Instructor for Every

43. Published in London, ''Printed for

G. Goulding"

both

Instrument, by

/:"178-?J.

44. Fdmund van der Straeten, 11 Gehot, Joseph," Grove's Dictionary,
III, 588. Kenneth G. Evans, Instructional, Ma,teria1,s for the Oboe,

1695-ca, 1800

(Ph.D. dissertation, University of Iowa, 1963), 42,
cites the title as Complete Instructions FOR EVERY MUSICAL IllSTRUMENT Containing A Treatise on Practical Music
General, To WHICH

w
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$!if r ffi.
v..r. ll..

, .1:.

ff ,..

Ex. 10.

I

u- "'

f

J

. I.1s:.

Gehot, Theme and Incipits of some Variations
from The Art of Bqwing gn the Violin.
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Gehot, in 1790, 'but to date this work has not been available for examination.
Didactic works were published in England by v,clav Piehl, Carlo
Tessarini, and Bartolomeo Campagnoli, but because these canposers published works in several countries, it was deemed best to group their
compositions.

Campagnoli' s violin com:posi tions are considered in Chapter

VI, beginning on page 186;
chapter, on page 182;
mencing on page 223.

Tessarini's methods are discussed in the same

Piehl I s works may be found in Chapter VII, comTessarini I s method contains ·scne ~tudes;

both

Campagnoli and Piehl wrote ~tu.des.
From the foregoing discussion, it would appear that violin instruction in Ehgland remained on two levels.

It seems probable, however,

that the stature of the true Geminiani treatise infiuenced amateurs to
study with a professional, rather than to rely solely on self-instruction,
and that this fact, combined with the presence of Geminiani' s pupils and
foreign artists who concertized in England, raised the level of study
material in demand.

IS ADDED THE SCALE QR GAMUT for Thirty Five Different Instrumen,ts:
he dates the work "~. 1792" and states that four of its fourteen
pages are devoted to nmsic instructiai. Eugene E. Rousseau, Cla,rinet
Instructional Materials from 1232 to ca, 1825 (Ph.D. dissertation,
University of Iowa, 1962), 19, gives a similar description of the
work, and the dating £A,. 1790.
45. "Gehot, Joseph," Baker's Biographical Dictionary. 545.
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Chapter VI
VIOLIN METHODS AND INSTRUCTIONAL MATERIALS IN ITALY
Violin methods seem to have been scarce in Italy during the
seventeenth century.

Riley's stttdy1 reports on two:

(1) Aggiunta, dillo

scol,a,re di rtoJ 1n° ed. altrt strgnenti col basso contipuo por 1' oratan°

by

Francesco Rognane, published in Milan in 1614, which work Professor &>yden believes is now lost;

and (2) ll scolAro per impara,r a sngnare di

yiolino et a,ltd,, strgnepti

by Gasparo Zanetti.

2

Although Riley states

that the whereabouts of the latter work is unknown, research by Dragan
Plamenac indicates that as late as 1941 the volume was in Glasgow. 3
Moser also reported on a copy of the work and on an excerpt from the

w. Riley, The Tegghipg of bed, Inst;cumonts from 1511 to 1756
(Ph.D. dissertation, University of Michigan, 19.54). 293.

1. Maurice

n scgla,ro di Gasparo ZADnetti Cac 7 per i,mpa,ra;r• A
suroare U yiolino, et altd,, stroms:;nti, nuouamente da,to in Luce Que
si, contongoo 0 gli TIN principij dell' a,,rte, Passi o mezzi. Saltarelli.
Gag;lia,rde , Zoppe, Bel 1 ntti, Al§Wle, & Corren,ti, a,ccgnpagnate con
tutte le Q:ua,ttro pa,rti cioe GADto. Alto. Tenore, i Bo,sso (Milan: Carlo

2. Gasparo Zanett.i,

Camagno, 1~5).

3. Dragan Pl&meM.c, "An Unknown Violin Tablature of the Early 17th Century," Papers of the American Mµsicologica,l Socie;ty. 1941 ( 1946),
144-57.
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manuscri pt which, at the time of hi s writi.Ylg , ·,1as in possession of the
Berlin Staa.tsl::Ii.bliothe:.c. 4 Plamena.c call s the Glasgow holding a "unique
copy , " and describes its contents as "a selection of popular dance-tunes
set for a quartet of strings of the violin family, notated both in ordinary notation and in tablature. 11 5 The microfilm copy at the University
of California (Berkeley) M.isic Library was taken from the original in
the Real Instituto Musicale, Florence.

The title page of this copy has

been reproduced in Plate XLI, page 168.

Plamenac believes this work to

be probably the most important violin tablature in existence, particularly because it gives the melodies set for four instruments. 6 The
tablatures are of the Italian type, i.e. , in numbers O 1 2 3 4 on a fourline staff, with diatonic alteration indicated by a sharp or a fl.at -- a
notation similar to Italian Renaissance lute tablature.
in the tablature stands for the highest string.)

(The lowest line

Il scola,ro

consists of

one hundred and forty-nine pages, and from the microfilm copy, it appears
4. Andreas Moser, Geschichte des YioJjnspieJ.s (Berlin: Hesse, 1923), 62.
Moser states erroneously that the date of publication wa.s 16.54. The
:manuscript examined by him was inherited by the Staatsbibliothek from
the estate of W. Tappert.
5. Plamenac,

Cl)

cit , 145.

6. Georg Kinsky presents a similar tablature for a string quartet of
"Geigen," in Ge:,chichto der Musik in B:)Jd,rn (Leipzig: Breitkopf &
Hartel, 1929), 133. This was taken fran H. Gerle, Mµ,siga und T4bµ1a-

tur autf d,io Instrwunnt dor k1s,inen und grossen Geigen auch I,,mtten,

2d ed., lffl.rnberg, 1_546. (See above, p. 102.) A transcription of the
piece appears in Wilhelm Tappert, canp. & ed., 5mg und Kl,ang ans alter Zeit (&,rlin: Leo Liepmannssohn, n.d.), 15.

168

PLATE XLI

Title page of I1

scolaro

by Zanetti
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as though the volume has suffered water damage.

Before the dance ttmes

are presented, there is discussion of "il vero modo per imparare a sonar
di violino. 11 7 The "lntavolatura" is explained by means of an example.
The music for the quartets is set down in notes, in open score (Canto,
Alto, Tenore, Basso) on the lett-hand pages of the book and in tablature
on the right-hand pages.

8

(See Plates XLII-XLIII, pp. 170-71. )

This

publicaticri ccritains no 8tudes.
The violin is discussed in the seccmd volume ot another work
by Francesco Rognoni

(n.

?

),

Solva do yt,r;ii puu,ggi 9 The music

presented consists of scales, "cadences" (i.e., cadential passages),
pgssaggi., and arrangements of vocal music, including "Susana D'orlando" 10

and Palestrina's

7. Zanetti,

<I)

11

Vestiva i colli."

git., 2.

8. ~ . 16, 17.

9. Francesco Rognoni Taegio, Selva. de yt,r;i,i po,sM,ggi eogqndo l'uso
mod,orn° aor sanwo, & wmero cop orn1 sorto do strmonizi, d,iv;ia
in due pe,rti, nolla pr;i,me, do qn•J 1 s;i dj rnnn stra U rnod, 0 di gmt,,upolito, I ggn grrl,ia· & 4 rn,nion, di portar la yogo accan,tuata,,
con tromoli, groppi, k1JJ1, c:mJern•tigpi. & puaoggiqe di grf4o
in grad0 , sa,lti di, ton&, qPArt,a, quint.a, 111:k, ott.e,ya, & c;adOPzt
fina11 aor tutto lo p,rti, con d,iye;csi, altrt ossompi. o mototti
passoggi.a;ti; Cosa mgora, utilo). mcm,,tod, aor Wwo la yogo
b1voeDA Nella so 0onda poi §i tn,tt,,, de puyggi d,iffigili aor
gl' in stromcmti , del dar l 'o,rca,t,,, b liroggi,n, port,.ar 4oJ J e J1nrna
dimi,nµiro di grad,o in grado, cadonzo t1neJ1, osumpi 00n 91Pt1
d1rn1nuiti. ggn la rn,mjora di §P?l&J"O eJJe but.e,m,,. 2 vols.
(Milan:

Filippo Lomazzo, 1620).

10. I!21Ji., ll, 63. This is yet another arrangement of the ubiquitous
"Susanne m jour" by Orlando Lasso.

7
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PLATE XLII

Zanetti, Sa,ltarello detto 1 'Imperia,le. in open score.
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Riley seems to be correct in stating that there was no other
lmown Italian manual for the violin printed in the seventeenth or early
eighteenth century.
Francesco A. Bonporti (1672-1749) wrote ten
yig]jpo sg1o, which were puhlished in !blogna in 1712.

Inyonziqrl a
A later edition,

published in Trent in 171.3, bears on the reverse or the last page of one
invention the t'ollowing:

"In Bologna - 1712 - per Giuseppe Silvani all'

insegna del Violino. 1111

'llle 171.3 edition, which had simultaneous publi-

cation in Venice, by Giovanni Parone, had an additional title:
Solo." and was designated as 13onporti' s "Opera X."

"La Pace

The new title was a

reference to the Peace or Utrecht, accomplished in that year, and this
edition of the

Inyentioos bore a dedication to Count Schoenborn.

lmew these coq,osi tions and copied some of them;

volume of the old

&oh

in the forty-fifth

Bachi'ese.llsghaft edition there appear four inventions

for violin and bass which correspond to Nos. II, V, VI, and VII of Bonporti' s Op. 10.

The error was discovered by Werner Wolffheim in 1911.

12

11. Guglielmo &rblan, Un Mµsigbt,a 'frentino; fr&nsesso A, Bonporti
(1672-1749), La vita, e le m,ere (Florence: Felice le Monnier, 1940,58), 102.
12. llw;l.., 29-J0. Bach's manuscript, "IV Jnventionen-Autogr. ," was in a
Berlin Library; for details, see 1W,. Although it is not recorded
that Bach possessed the fourth invention, in G Dlinor, it is interesting to compare the first movement (Largo) with the Adagio of his solo
violin sonata, in the same key, and to speculate to what extent Be.ch
might have been infiuE11ced by the invention. or course, the &ch work
is much more complex than the Bonporti. It should be noted also that
Bach later wrote "inventions" for his son's instruction.
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The InyenUgp§ had later publication by lbivin in Paris 13 and in 1725 by
Roger in Amsterdam; 14 there is also a modern editim ot this work.

15

The number of movements in each inve:ntim varies f'rom tour to six.
most of the inventions all movements are in the same key;
could be called a suite or a sonata.
titles;

each inventim

Sane movements are given dance

others bear just an Italian tempo indication.

are entitled "Capriccio."

In

Several movements

There seems to be sane harmonic unification

of the movements grouped to form an invention;

in many instances, a

movement appears to concentrate on a particular combination of rhythms,
or to dwell on a certain type of bowing or :rhythm.

In the Roger edition

there is no separation between the movements of an in.v ention save for a
double bar, but the movERents are usuall.y given their title or tempo indication;

violin and continue lines appear superposed on the same page.

The musical worth of' the lbnporti Inyentims is apparent;
tional value of the movements cannot be denied.

the instruc-

For example, the

mz.-

za,rria lillegm uyi) which ccmstitutes the fourth movement of lm:m.zigpe Terza 16 might be described as being in asymmetrical ·binary form,
13. 1W., 103.
14. Antonio &onporte, Inyentime & Y1oJ1no 1010 09z: haH~/mt.ipµp,
Open, deg;i,M, (.Amsterdam: EstiermP- Roger, n.d.
1725 ). The microfilm copy examined was obtained f'rcn the Eritish Museum, which has a
copy of this edition.

15.

Francesco Antonio &mporti, Inyentiqnen tur Yioline und ;Basso ConOp 10. 3 vols., ed. Franz Giegling (Kassel & Basel: Btrenreiter, 1950-55).

tinuo,

16. IW., I, 16.
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and concemed with the technical problem or crossing strings using detached (in the sense of nc:n-slurred) bowings.

The F@t.as1 which im-

mediately precedes it17 is concerned with the second position and the
problem or slurring two notes located on adjacent strings.

In similar

fashion, most of the movements could be assigned a specific technical
problem.

In addition, each could serve as a study in style.

It is the

opinion of this writer that Bonporti composed his inventions for study
purposes but cast the canpositions into such a mold that each invention
(or suite, or sonata) could be used for performance at a public or private
gathering.

With the latter in mlnd, he supplied

a

bp,sso continµo

These

inventions point again to the dual nature or early study materials for
the violin, a.rd may perhaps indicate a contributory factor to the lack
of ''methods" 1n Italy.

The locatim of many violin "schools" in Italy

and the presence there of outstanding violinist performer-teachers may
have precluded the need far publicatim of' methods.

Many

of the teachers

were composers, and could create works which would not only develop
technical facility, but would provide performance repertoire as well.
Giuseppe Tartini' s L' Arte dell' arco o s;i1PA 59 y&d.&zigni per

yioJ 1D? e sAJPm:e gollo stesso basso sopra, la trlJl beJJ e gAP,otta, de1
Cm::All,i · opera 5, was published in Naples by Marascalchi, a. 1720.

17. lW.., I, 15.
18. Moser, op gi,t., 264.

18

17 .5

The theme is from the fourth movement of Corelli's Sona.ta Op. 5, No. 10: 19

'5e,...

IE

Ex. 11.

d~ f, 1EPEcr! C,1&tarEr"'

Corelli,

Ggyotte.

Theme of

- £""

L'Arte dell'arco

Near the close of the century, the theme and thirty-eight of the variations were included by J. B. Cartier a.s No. 94 in his L'Art du yiglm,

In later editions of the Cartier anthology all fifty variations a.ppeared. 20
The Gavotte theme and a portion of the variations as given in

19. Arcangelo Corelli, XII Sonata's or Solo's for a_Jo11n

or

Hgpsighgrd (London:

a,

L'Art du
Bass Yio11n

J. Walsh, n.d. L1706? ). 'lllis was the
earliest edition of Corelli that could be located. Cf. with theme
as published in Cartier's L'Art du violon, given in Plate XLIV, p.
177 below.

20. J. B. Cartier, L'W dµ yio1gn (Paris: Decombe, n.d. C
1803J).
194. Cartier used J. B. Passeri's manuscript. See also Moser, sm,.
ill.., 264; Ei.tner, Que]] en-Lerlkro, IX, 358.
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i1glgn, are reproduced in Plates

mv

and XLV, pp. 177-78.

21

Jak:er's

Bi,ographiga.J Dlgtignary reports that Tartini' s work was included

by

Choron in Pringipes de gcmmositign and that Andr~ made a separate edition
or L' Arte dell ' argo

22 Several years arter the original publication of

the Tartini canposition, Jean Cappi published in Vienna a separate edition entitled

Capd,ges ou ftude du yiolon d&IH aux amateurs par Ta,rtini 23

In the 1830' s, an English edi tim was published by Robert Cocks. 24 In
his Gesghichte des YinJio:J>iels. Moser devotes much space to discussion

or

He comments that L'Arte dell' argo is not concerned solely

Ta.rtini.

with bowing problems, but that Tartini incorporated al.so fingerboard
gymnastics to the utmost. 25 :Exam:i.nation of a modern edition of

The

Art

21. Cartier, SI>, git, 39, 194.
22. "Tartini, Giuseppe," W<;er's Bi,og;raphic@l Dictionary. 1619.

Eitner
states that Ch'oron' s Pdng;i,pes was published in Paris by Le Due in
1808 <qµenen-LAJ1kon, IX, 358).

cit., 26J. Eitner, Oµellen-LA;rlkon, IX,
this publication but gives no publication date.

23. Moser, op

358,

reports

art of bgwing for the YioUn
consisting of 59 Ya,riations on a subject taken, from Corelli' s Solos
vi.th an acgompenirnmt tor a Bass (Londm: Robert Cocks, n.d.

24. Tartini, Qluseppe, Tartini' s celebrated,

L 183-?J ) •

Music Library.
25. Moser,

Dating given by University of Califomia (Berkeley)

loc git.
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PLATE XLIV

Tartini, Theme of

L'Arte dell' argo.
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Tartini, Ex:cerpt fran L'Art de l'a,rchet.
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of Ebw;ing 26 discloses that the work is indeed demanding and one which
requires of the violinist canplete mastery of both finger boa.rd and bow.
Each of the fifty variatims is worthy of classification as a small
~tu.de;

the canposition in its entirety consists of a collection or set

of ~tudes unified by the gavotte theme upon which they are based.
modem edition by Schirmer is without accompaniment;

The

sane of the other

publications include a continuo line.27
Ba.illot comments in the Preface to his L' Art du yio1gn:
Son

.Arte de 1' e,rco. rempli de d~tails qui pr~tent encore plus

l la vari~t~ d'expression qu'l la vari~t~ de l'.Archet sous le
rapport de ce que l'Cll entend aujourd'hui p a r ~ laisse
tout l deviner ). 1' n~ve attendu qu' aucun signe, aucun accent
marqu~ ne vient l'aider l en rendre non geulement le sens,
mais le plus souvent mbe, le ma.t~riel. 2

Baillot says:

11

Tartini nrus a laiss~ quelques conseils utiles, mais tr\s

peu ~tendus, dans une lettre adress~e ). 1-F.e Sirman relat~e dans les notices de Mr Fayolle. 1129

26. Giuseppe Tartini, The Art or fbwi,ng f'or the Violin;
gn

a GaYQtte

by

Fifty Ywations
Corelli, ed. and rev. Leopold Lichtenberg (New York:

G. Schirmer, 1909) •

27. A bass is provided in Cartier, And.rd, and Cocks editions; there is
an accompaniment in the much-altered and incomplete version by Fritz
Kreisler, titled Ye,ria,9-ons on a Theme by CoreJJj (Giuseppe Tart,in1}
(New York: Foley, 1910.
28. Pierre Bail.lot,

29.ll21sl..

L'Art du yiolgn (Paris: Heugel, n.d. CtB':A-]), 2,

fn.
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The letter to which Eaillot refers was penned by Tartini on
March

5,

1760 to Signora Maddalena Lombardini (1735-

7

). 30

It has

been published, translated, 31 and reprinted many times, as well as incorporated within other violin methods and histories of violin playing,
for here, contained within the confines of a single letter, is an entire
violin method, complete with musical examples.

The letter is concerned

mainly with bowing, and states that the principal study should be bowing,

so that one makes oneself absolute mistress of the bow for any use whatsoever, in both legato and articulated passages.32

As for left-hand

technique, Maddalena is instructed to select any violin part and practice

JO.

Maddalena Lom.bardini was a violinist, composer, and singer.

She
later married the violinist-conductor Ludovico Sirman; both performed at the Paris Ca1cert spiritual on Aug. 15, 1788. See acco\D'lts
in Mercure de &,nee; also Olga Rudge and Fdward Heron-Allen, "Sirman, Maddalena," Grove's Dictionarv, VII, 821-22.

Tartini, Lettera del defgnto Signor G-J.useppe Tart,ini alla
Sigpora tleddeJ ena Lgmpmlini, inseryiente ad, una import,ante lezione
per 1 suona,tori di Y1ol1no- first published in Europa, Letterad.a,

31. Giuseppe

Venice, 1770, the year of Tartini' s death; translated in to English
Bremner, 1771); in French, published in the
Jgumal de nm3ique (Paris, 1773); in German by J. A. Hiller (Leipzig,
1783). All four of these versims are given in the Appendix to
Giuseppe Tartini, Trait! des aedmmts de la musique, ed. Erwin R.
Jacobi (Celle and New-York: Moeck, 1961).

by Dr. fumey (London:

32. The wording differs in all four versims of the letter; the inter~
pretation given above is by the writer. The Italian reads: "ll di
lei esercizio. e studio principale dev'essere l'arco in genere.
cosicch\ ella se ne tacc1.a padrona assoluta a qualunque uso o sonabile o cantabile." (From Jacobi ed., 132.) It is possible, however,
that Tartinl meant "sonabile o cantabile" as music that can be played
or music that can be sung.
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it solely in cne position, then in another, until proficiency is acquired
in all posi ti ens.

Her attention is directed to the movements entirely in

sixteenth notes in the Corelli Sonat.as, Op

Y.

The musical examples in

the letter are designed as incipits of exercises (or possibly ,tudes)
which the lady in question was undoubtedly able to finish canposing herself.

It is of interest to note that Moser calls this letter a "Violin-

Ubung. 1133

A manuscript in the Italian collection at the University of
California (Berkeley) Music Library bears the title I,4bro de regale. ed.

esempi necessa,r;i per
tini's

bep

snnpareJ4

Tra,iU des ai'r6ments.

and is an Italian manuscript of Tar-

Shortly after the recent discovery of this,

the more canplete copy by Nicolai or Tartini' s

viglino

Rei'ole per ben sµnpar i1

was found in Ital.y. 35 A facsimile of the latter was published

by Jacobi as a supplement to his trilingual edition of the

TrrlU .. 36

33. Moser, op, cit., 284.

34.

Giuseppe Tartini, Libro de rego1e. ed esampi necessa:r;i per ben,
sumare. MS It. 00987, University of California ( Berkeley) Music
Library.

35. The cover reads:

"Regole per arrivare a saper ben sumar il viol.inc,
col vero fondamento di saper sieuramente tutto quello, che si fa;
buono ancora a tutti quelli, ch'esercitano la musica siano cantanti,
o suonatori date in luce da1 celebre sigr: Giuseppe Tartini per uso
suo scolaro. 11

36. Tartini, 1ra.1:tJ_, ed. Jacobi, Supplement (Celle:

Moeck, 1961).
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The Nicolai manuscript caitains a previously unlmown "tl~o-page chapter
on :management of the bow, and a sixteen page appendix entitled "Collection of Various other Natural Figures for Natural Cadences i9,lld for Free
Cadenzas. 11 37 The chapter an bowing amplifies the material contained in
the letter to Maddalena Lanbardini Sirman.
sis that no actual autograph of the

Jacobi suggests the hypotheever existed, that Tartini

taught his pupils by the lecture method, and that these manuscripts
represent the "class notes" taken by the students.

This theory supplies

another possible reason for the scarcity of published violin methods in
Italy early in the century.

Dr. Jacobi assumes the date of origin of

Tartini's treatise to be between 1752 and 1756. 38
Carlo Tessarini was the author of Gramm,,ti,91, di musioa. published in Rome in 1741, a work which was translated into both English
and French. 39 A copy or the Italian edition was not available for
nation.

exam.-

Riley states that the treatise contains a series or ~tudes ar-

ranged as duets, and practical exercises and duets for the study or

37.

Erwin R. Jacobi, "G. F. Nicolai's Manuscript of Tartini's

per hen :mgnar il YiQlino." The Mµsica,1 Qµartarly XLVII/2 (Apr. 1961),
209.

38. Tartini, ~ . ed. Jacobi, 39.

Gra.mma,tica di musi91,. insegna il mod,o f'a,oile
e breve per bene imparare di sona.re U JigJjpo, su la parte diyiso
in due libr;l con le sue figure Lez14:, ~~i:ate, per tutti U tµoni
della musioa. Op. 41. La Laurencie, _ •! ____ , III, 27, fn 1, gives
the title of the Fran edition as Nouvelle M6thode pour apprendre
PV th6ori,e. cLms un mois de temps \ joµer du Yi 0 lgn.

39. The complete title is
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"transporting" or shifting between positions. 40 Moser considers the
writing of prime importance for performance practice during the first
half of the eighteenth century;

Tessarini included within it examples
41
of cadenzas for closing sonatas and concerti.
The 8va marking in Ex. 12, below, with the textual indication
that it is to be employed during the repetition, would carry the melody
up to the sevE11th position.

42

~:.P _J_ -~_t_ ~-Cl~~_;, U_ ~) C _q f ---fl@& E£l1Gf S1t

etc

Ex. 12. Tessarini, Octava passage from GrMlJQ&tiQ& di mp.sige,.
According to Moser, the music cited in Ex. 13, p. 184, is "die altesten
mir bekannten Uebungen in der 2. Lage. n43

This does not mean that second

position was not discussed in a violin method before 1741 ;

Michel Cor-

40. Riley, op, git. , 307. The Fdin burgh edition examined did not appear
to be a canplete translatic:m, but did cc:mtain sane ,tudes.
41. Moser, op, git., 211.
43. IW,., 212-13.

42. ll4sl., 213.
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Ex. 1J.

Tessarini, Excerpts f'rom studies in second position.

rette (see above, page .5.5) included in his

L1fco1e d'Orph§e (1738)

infor-

mation on "toutes les difnrentes positions du violon" and presented
examples in which position work was carried to the seventh positicn on
the E string, and through the fourth position on the other strings.

There

are passages marked to be played in the second position, but there is no
,tude written entirely in the second position in Corrette' s work.
An edition or

A Mµsfogl Gremer appeared in

1760' s, 44 but this does not appear to

:Eclinburgh in the

be a complete translaticn of the

44. Carlo Tessarini, A Mµsiggl Gramer which Tyghcu, an euy end §hor:t
Method
loern1ng to pJax to Perfection the Y1°Un in parts Divided

or

in two Books With all the necessary Figures, Lessgns, Scmnets, tor
the use at ill that can possibly be cgpressed, on the YioJin (Fidinburgh: Niel Stewart r n.d. L176-.J ).
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original, especially in view of the fact that references are made to
"Lessons" which are not included.
are ,tudes;

Some of the Lessons which are given

most ot these are in open binary form.

The ''Lesson with

Transportation," i.e., shif'ting, 45 belongs in this category.
Another method by Tessarini was published in London in the
same decade, this publication bearing the title An Accµmte

Method to

AM:11 D the Art of P1aying ye Yio] jp -46 The volume is divided into three
secticms:

Part I concerns the rudiments of music and of violin playing;

Part II cansists mainly of scales
with cadences and shifting.

am.

short exercises;

Part III deals

There are eight ~tudes, all in binary fonn,

within the book.
A tEll-page treatise titled

Principj di mµs;ica, published anony-

mously in Florance, is presumed to have been written by Vincenzo Paneraj. 47

45. Il4sl., 18.

46. Carlo Tessarini, An Accurate Mthod, to att.e1n the Art of P1qing ve
YioJ1u with Graces in all the different Keys, how to make proper
Cadences. and ye nature of all ye sb1fts with sexera.1, Duets md Lessons for that Inst;nppmt (London : Peter Welcker, n.d. L 176-?_J).

47.

musica, pei g11 e11 oltre le 1Ptiche
e sglite rego1e vi, sgno aggiun;t.e t,ltre figure di note, sghiwm,ento
di sb1en, sstle dei ;bl,oni. lettura all1 Fr@sese, scale semplice
[Vincenzo PenerajJ, PJ:ingipj di

dol-Je Prim rego1e del gim,ha,1°, rtoJ1pn, v:1.o1a, vi,o1gngello. c°Jtrabasso, oho!,, e Oauto (Florence: Giovanni Chiari, n. d. L 177- ) •
Paneraj' s authorship of a work of this description is confirmed by
ed. Clatdio Sartori, 4 vols. (Milan: G.
Ricordi, 1964), III, J68.

Engiclopedia de]Je musi,ca.
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The only material for the violin presented in this book consists

or

three scales progressing from g to g"' •
The EJ,ementi Tegrico-pratici d,i musiga s;on PP yggi,o nopn,

1 'arte di suoruu:e il Jin) 102 ap•Jj zzat.a. (1791) of Francesco Galeazzi48
is in two volumes, but only the first volume concerns the nolin.
book consists of two hundred

This

n.ny-two pages of text, plus eleven folded

leaves at the end (Tavola I to Tavola XI).

The work is liberally sprin-

kled with examples and exercises, but there are less than a half-dozen
little pieces (in binary form) which could be construed to be ,tudes.

Two such

may be found in the section ai harmonics.49

Campagnoli' s

Metodo per yiolino

was first printed in Milan in

1797,SO and was republished by Breitkopf & mtrtel in 1827 as Ngµye.lle
48. Francesco Galeazzi, EJ menti Teorico-prati,ci di musfoa cgn Wl saggi,o
sopra 1' art«e d,i sucmarn
YinJ 1n° eneJ jg.zak,, eel a dimonstrabiJi

n

p;r:inci"pj rJ.dotte,, opera utiJjssima, a chiunqµe vuol app1icare cm profitto el J e musica, e speciaJ roante a' p;r:inci,piAl)ti,, dilettantt e professori di vigljpo, 2 vols. (Rane: Vol. I, Pilucchi Cracas, 1791;
Vol. ll, Michele Puccinelli, 1796).

49. IW,. ,

I, Tavola IX.

50. Bartolomeo Campagnoll, Metod,o per yiqlino. d,iyiso ip 5 parti e d,istr;tbµito in 13? leziqpi progressive ~er d,ae rtnJ i ni e 118 st?Jd1 per
yig]jpg salo (Milan: F. Lucca, n.d. . According to Moser, op, cit.,
277, publicatiai date is 1797. Ba,ker' s Biographical Dictionarv24,5-46, corroborates the Milan date.
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m6thcxie de la w6saniqye progressive du jeu de viglon,51 with both French
and German texts.

An

English edition, with the material arranged in a

different order, appeared some years later.52 The method consists of
five "books," in which are presented:

(1) the elements of music, prin-

cipal rules of intonation, bowing strokes;
arpeggios, a,g;rimens, and trills;

(2) double stops, chords,

(3) the seven principal positions,

rules for diminution and for ornamenting an Adagio, additional bowing
strokes;

(4) the art of playing) mgpocorde. harmonics, studies for

surmounting "all difficulties":

(5) instructions, rules, and explanations

for proper use of the foregoing four books.

The instructional material

in the method is arranged. progressively as to difficulty.

The "lezioni

progressive per due violini" are usually in binary form.

Some are like

51. &rtolomeo Campagnoli,

Nouvelle m6thcxie de la, m6c:m,igµe progressiye

du jeu de yiolon, d,iv;is6e en 5 pa.,rties et d,istribu6e en 132 legons
progressives per daux yiplons et 118 dtµdes pour Yti v;iglon seul
(Leipzig: Breitkopf & Frartel, n.d.). Moser, op, cit., 277, gives

date or 1827. Ia)cer's Biographical Dictionary. 245, cites this as
a different method fran the Italian Metodo. and gives publication
date as 1791, with 2d. ed., 1803. Microfilm copies of the work under
both titles show that the method is the same, regardless of the title
under which it appeared.

A New and Progressive Method on the Mecrumism,
of Violin Playing Diyided into 4 Pa,rts with the requisite emJ&natory

52. Bartolomeo Campagnoli,

or

132 Prograssiye Lessons for Two YioJ1ns a,nd
reznerks and consisting
118 Studies for gne Y1oljp only. trans. John Bishop (London: R.
Cocks, n.d. L 1856_}). Dating is fran Eitner, Qµellen-Lexikon, n,
296. (The English edition would have to be dated ai'ter publication
of Louis Spohr' s Violinschµle. as the latter is advertised in the
Campagnoli &:thod,.) 'lhe "explanatory remarks" which appear first in
the English publicatim are the same as "book" five of the Italian
and Gennan editions.
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exercises, while others are &tudes.
tween a "le~on" and an
accompanied violin.

11

Campagnoli's

11

distinction be-

~tude" seems to be that the latter are for un-

The

11

118 ftudes 11 mentioned in the title are not

grouped together but are interspersed.
clearly labelled.

own

ftude."

8lllOng

the 11le~ons 11 ;

they are

Many of the studies for two violins are really

~bides for one violin with accompaniment of a second violin.

The didac-

tic purpose of each study, if not specifically stated, is implied by the
inclusioo of the material in a section of the method which is concerned.
with a certain technical problem.

The "monocordo" ~tudes (Items 20o-4),

as the name implies, are to be played on a single string.53
this method cover eleven posi.ticns.
original with Campagnoli:
by Corelli.

Not all of the little pieces are

No. 63 is a Menuet by "Fischer";

No. 76 is

Th.ough not la.belled, this latter is recognizable as the

second illegro (the fourth movement) of the
No. J.

studies in

in C major, Op. V,

The section on difference tones in connecticn with playing double

stops is derived from the teaching of Tartini (i.1
pagnoli' s

terzo suono). 54

Cam-

is lengthy -- there are one hundred and forty pages of

music in the first four sections -- and it contains many ~tudes.
Campagnoli published. also

Sept Divertissemen,ts composh pour

l' exercice des sept principa,les positions.

Op. 18;

no original publica-

53. Campagnoli, Milan edition, op, cit, 11Jff.

54.

terzo sµono see Giuseppe Tartini, Tra;tta,to
musica secondo la vera, scienza dell 'a,rmonia (Padua, 17 54) ; Antonio Capri, Giuseppe T,irt.ini (Milan: Garzanti, 1945).

For Tartini's work with i.1

di,
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tion date is ava.ilable. 55 Each Divertissement (or Divertimento) is
designed to familiarize the student with a specified position:
movements are to be played in the position designated.

all

The compositions

are arranged progressively from first through seventh positions.
works are for unaccompanied violin, and they are not easy.
employ intricate double stopping.
termed an ~tude;

The

Some of them

Each movement could rightfully be

in a larger sense, each Divertissement is an ~tude.

The didactic purpose is stated in the title of the work:

"for the prac-

tice or the seven principal positions."
The title of another Ca.c"llpagnoli work, his Op. 12, proclaims

XXX PrQµdes

its didactic purpose:

pgµr

le violgp seµl da,ns tgus les

d,iffGrens tcms. ma ieurs et mi,neurs servant d' Gtud,e pour perregtigpner
l'inton1,tion. 56 Each Prelude is followed by a two-measure "Echelle"
notated in chords but meant to be interpreted as arpeggiation, and a
Transition which modulates into the key or the succeeding Prelude.

A

representative "echelle" and "transitim" passage may be seen in Plate
XLVI, p. 190. '37

The entire volume could be played without a break.

55. The following are

a.'l'llong more recent editions:

The

Bartolaneo Campagnoli,
18 (New York: Carl Fischer,
1912); B. Campagnoli, 7 DiyertiJnepti. Op. 18, ed. Maxim Jacobsen
(London: C. F. Peters, 19.58). The latter edition has a different
title on the first page: Sept Divert.issem,ents pgur violgn gomposGs
pgµr l'exercige des sept principales positims, Op. 18.

Seven Divertissements for Violin, Op.

56. Bartolomeo Campagnoli, XXX PrQ,µdes pour le violgn seµl (Leipzig:
Brei tkopf & Hlrtel;

57. 11;44., 2.

Milan:

Artaria, n. d. ) •
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Pr6ludes. showing
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first Prelude is in the key of C major, the second in A minor, and the
compositions proceed thus through the keys l.ttltil the signature of seven
sharps is dealt with in bath major and minor aspects.

At this point,

before continuing the procession through the fiat keys, the composer
provides several Preludes in "anonyme" (= synonymous) keys, as, for
example, Prelme No. 15, which is written with a signature of seven sharps
but bears the notation 11 TCl'l Anonyme a Re~- majeur oder Ubersetzt Des.
dur. 1158 The fifteenth Prelude and a portion of the sixteenth are given
in Plate

XLVII, p. 192.59 The transition follow:ing the D minor Prelude,

No. XXX, brings the work f'ull circle to C major.
,tudes.

This is a volume of

The compositions require use of the higher positions, and in

many instances specific fingerings

are marked.

In this connection the

explanatory note for the first Prelude is of interest since it clarifies
also fingerings marked in some early manuscripts of violin music:6o
"N. B.

Toutes le Notes marqu~s du Na 5 sexecutent par l' extension du

quatrilme doigt sans changer de Positicm. 1161

,58.

•• 12.

59. IW.

60. Andreas Moser wrote in Gesghighte des YioJ j p59ie],s (p. 63) of the
use of the figure "5" in the violin tablatures in the Itslian manuscript thm known as Nr. 33748 among the holdings of the German
Museum in Nttmberg; apparently it was an early custan to denote
fourth-finger extension by the number five.

61. Campagnoli, Pr¢lpdes. pp

git., 1.
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Campagnoli's Opus 10, Six; Fugues pgur le y;iolgn seul. also
had simultaneous publication in Milan and Leipzig. 62

These compositions

could serve dual purposes of instruction and performance and were probably used by Campagnoli in his own teaching.

No didactic purpose is

stated in the publication, however.
Moser lists also among Campagnoli's canpositions:
di

Ra,ccotta

101 pezzi fa,cili e progressiv:i, pel Yiolino. Op. 20, puhlished by

Brei tkopf & Hartel;

these are mentioned also by E1 tner, but no copy of

them could be obtained. 63

Paul David states that Campagnoli's "greatest

claim to fame lies in his fine 41 'Caprices pour l'alto viola. 11164
Moser gives passing mentim to the following:

yiolino delle pa,rtite d,i Raimondi:

il Be di Sa,ssqda;

(2) Thirty-six Caprices

t 0r Y1nJio

(3) Esergisj per v\oJ iuo solo composti e dedicill

by Federigo Fiorillo;

ai Sign, Dillett,anti

( 1) studio di

da, J

(4)

B, fnJledro, primo v;iolino al semz1P

16 Caprices

by Lolli.

s

M

Neither the Raimondi nor

Polledro works have been located.
The Fiorillo Thirj;y-six; Capri,c;es 65 are true ~tudes, technically

62. Bartolomeo Campagnoli, Six fugues, Op. 10 (Leipzig:
IDlrtel ; Milan : Artari.a , n. d. ) •
63. Moser, op,

cit.,

277;

Eitner, Quelleu-LQXikgn.

n,

Breitkopf &
296.

64. Paul David, "Campagnoli, &rtolomeo," Grove's Dictiopery:, n, JO.

Publicaticn of these caprices was by Breitkopf & Hlrtel, Leipzig,
according to Eitner, Qµellen-Lexikon. II, 296; no date is given.
The Caprices are Campagnoli' s Opus 22.

65. Federigo Fiorillo, Thirty-Six Studies or Caprices for the Violin.
ed. Henry Schradieck (New York:

G. Schirmer, 1895).
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difficult, and so arranged in the volume that each leads haniionically
into the next.
number three

Length of the ~tudes varies from four lines to two pages;

may

be seen in Plate II, p. 10, above.

Since the ~tudes of

Fiorillo are a part of the teaching repertoire of the present day, they
will be discussed below, in Chapter VIII, p. 233.

As to Antonio Lalli (1730-1802), Eitner also lists

Trenta.sei

()6) Ca,pricci per Yi,olino in manuscript as being in the Milan Conservatory Library. 66

This is confirmed by Albert Mell. 67

Examination of the

Lolli manuscript reveals that it does indeed contain thirty-six caprices,

all of which are ~tudes, l::ut these caprices are identical with those
which have been known for· years as the

Thirty-six Caprices

by Fiorillo.

Since the prime concern of this dissertation is the presence of ~tudes
rather than their authorship, for the present it oan be stated only that
the

Thirty-six Caprices of Fiorillo

are one and the same.

and the

Trontasoi C1pricci of Lolli

One of the caprices (No. 3) from the Lolli manu-

script is reproduced in Plate XLVIII, p. 195.

68

A second manuscript of the same caprices was located at Naples.
This bear~ the title

Studio per yiglino d,ivisi in trontasei capri,cci da

66. Robert Eitner, "Lolli, Antonio," Quollon-Lcrl,kon. VI, 213.
67. Albert Mell, "Lolli, Antonio," Pie Mµrlk in G03chic;bte und
VIII, 1133.

Gegemyµ:t,

68. Monsr Lolli, 16 Capri,cci. in manuscript at Bl.blioteca del Conservatorio Musica "Giuseppe Verdi," Milan, Italy, Caprice 3.

PLATE XLVIII

Ca.price J from Milan manuscript attributed to Lolli.
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Federigo Fiorillo. and was copied in 185.3

by Achille Longo for his own

use, according to information in the manuscript.

A portion of a page

from this manuscript is given in Plate XLIX, p. 197.t:$
Neither of the early published editions of the Fiorillo ~which were examined by this writer bear publication dates, nor
is any date assigned to this work in biographical accounts which list
Fiorillo' s compositions.
his credit.

179.3.

Fiorillo has no other instructional works to

lolli' s ~c;ole pour y:iolgn70 was published in Paris around

This method opens with "observations necessaires pour executer

l'Ecole suivante"71 wherein Lolli describes briefiy the proper position
of instrument and bow and stresses that the performer's body be in a
position "ais8e et naturelle. 11 7 2
prise short exercises;

The first three pages of music com-

the balance of the method consists of 8tudes

for which vert..l instructions are given.

That these 8tudes were not

written for beginners can be seen from Plate L, p. 198.73

Second violin,

viola, and violoncello parts exist for all of the exercises and 8tudes,
'but none of these parts are supplied with the instructions presented in
the '{iolipo Primo folio.
Among the manuscripts in the Italian collection of string music

69.

Federigo Fiorillo, Studio per yio]1no. in manuscript at Biblioteca
del Conservatorio di Musica, Naples, Caprice .3.

70. Oeuvre XI (Paris:

72. lJ;li,sL

Le Due L17937J).

71. lW,., 1.

7.3. lW-, 8.

PLATE XLIX

Portion of folio from Longo's manuscript, showing Fiorillo's Caprice ,3.
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PLATE L

Lolli, Two ~tudes from L' tcole pour violon.
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acquired in 19.58 by the University of California (.Berkeley) Music Library
are two which might be considered to be of dual status, i.e., as being
both ~tude and concert music.

timepti per Yio]jpo 39lg

Manuscript It. 00392 contains Sei Diyer-

by Nicoletta Squazin detto Mestre.7

4 These

divertimenti are one-movement compositions for unaccompanied violin and
would be apt for study purposes.

The other manuscript, which is anony-

mous, 75 is entitled Y,,riazione a vi,glino e basso. and consists of

&

theme and forty variations, each of which deals with one specific technical problem.

The sixteen-measure theme in F major is in open binary

form and is labelled "Minuetto."

The general construction of this work

is reminiscent of Tartini's L'Ar:te dell'arco but is much less dif'ficult.7 6
Such material as this is hard to classify.

There can be no doubt that

the variation fonn was a boon to composers writing for instructional purposes, tor the form lends itself to concentration on one specific problem
of either fingerboard or bowing technique in each variation, without reduction of purely musical content of the composition as a whole.

74.

Catalog or I Manuscript
Collogtion of E;ighteentb-Cen,tµry It,Jjan Instn;rment.a,J,, Murie in tbe

Vincent Duckles and Minnie El.mer, Thoma,tic

c,u

University of
fomia. Berkeley~ Music Library ( .Berkeley: University of California Press, 1963), 193, state that they &re miable
to identify this composer or attempt dating of the compositicm.

75. MS It. 01033

in Italian Manuscript Collection of Eighteenth-Century
Instrumental Music at the University of California (Berkeley) Music
Library.

76. A second copy of this Variazigpo (mitiUed, and with only twenty-eight variations, arranged in a different order) exists in MS 01062,
Fragments, Ouarto, Uni,dentifi,od, The manuscript is dated "23 Juglio
del 65 11 - - presumably 1765.
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Moser mentions MS 1,5861, 50 und

69 Capriccio's rur Vio]ipo

solo. Liv. 1 u 2. which he had found in the Musikabteilung of the Berlin Sta.atsbibliothek.77 Eitner also lists this manuscript.78 In the

Geschichte des Vj,olinspie1s, Moser considers these one hundred and ten
caprices as being products of Nardini' s pen, and believes that the first
book derived from the years of study with Tartini, when Nardini was
learning about range and technical problems.

Moser's interest was aroused

to the extent that he edited a portion of this manuscript.79

In the Pre-

face to his edition, Moser writes:
The first volume • • . (Ca.prices 1-50), rather suggests an
original intention of publication: the strictly maintained
order of two Fugues following each group of five Caprices;
the positi.on, as the last tut one in the series, of the only
piece i nvolving scordatura; and last of all, as a final
climax, an amazing canposition elabo ~ted by what seem like
chains of quartertones and so forth. 8
Examination of a microfilm of Manuscript 1,586181 does not corroborate all
of Moser's findings.
scribes.

77. Moser,

Books I and II of the manuscript are by different

The first volume does give the impression of having been pre-

op. cit, 273.

78. Robert Eitner, "Na.rdini, Pietro," Qµellen-Le:xikon. VII, 144.

79. Pietro Nardini, 10 Ca~ricien fUr Yioline e,1 lein, ed. Andreas Moser
(Berlin: Hesse, 1925.
80. lW,., unnumbered, Preface, in Ehglish.
81. Ma,nµscript 15861. Liv, 1 u, 2, holdings of Musikabteilung, Staatsbibliothek der Stiftung Preuss. Kulturbesitz (ehem. Preus. Staatsbibliothek Berlin), Marburg/Lahn.
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pared with publication in mind, and the fugues are in groups of two, but
the caprices are not in groups of five.

The first two fugues are the

fourth and fifth compositions in the volume;

thereafter, two fugues fol-

low each group of four caprices, up through No.

35 (Fuga), and the last

fugues in the volume are compositions Nos. 42 and 43.

There is no written

indication that the forty-ninth composition requires scordatura;

in the

opinion of this writer, the caprice would require tuning the E string
down a whole tone, to d "·
in Plate LI, p. 202. 82

A portion of this caprice has been reproduced

Ch Plates LII and LIII, pp. 203-4, are given a

portion of the eighth caprice from Moser's edition8J and a portion of
the fugue in the manuscript from which his edition was rna.de. 84
Florizel von Reuter was also interested in the manuscript,
and was able to identify a number of caprices in the second volume as
Locatelli compositions. 8 5 In addition, Caprice No. 47 of Volume 2 is
identifiable as a portion of J. S. filch's Chaconne from the D minor

Partita for violin alone.
In a footnote to his discussion of Sta.mitz in G;eschichte des

Vig1jpspiels. Moser mentims

a manuscript of sixty caprices in possession

82. Imsl., Liv. I, No. 49.

83. Nardini, Moser ed., No. 8.

84. Nardini, MS, Liv. I, No. 10.

85. F1.orizel von Reuter, 11 Zur Frage der angeblichen 110 Capricen v.

Nardini," Signal,en fUr die Mus;ik-Welt. Nr. 25 (Berlin: June, 1925).
See also Zeitschrift fttr Mus;ikwissenschaft, 8 ( 1925/26), 604.
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PLATE LI

Excerpt from Caprice

49,

Nardini MS 15861, Liv. 1.
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PLATE UI

Excerpt fran Moser's edition of Nardini Caprice 8.

204

PLATE LIII

Excerpt from Caprice 10, Nardini MS 15861, Liv. 1.
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of the Gesellschaft der Musikfreunde in Vienna which was designated as
belonging to stand tz.

Moser quotes the

Preface to the sixteenth Jahrgang of

rollowing

passage frcn Riemann' s

PsmJsrnl],r deutsgher Tq,,lrunst, Zyei.te

"Die als par Sta.mi,tz bezeichneten 6o Caprizen (Mspt.) illl
Archiv der Gesellschaft der Musikfre\ll'lde in Wien :rffllren von
keinem der drei Stamitze her, m1'gen aber vielleicht aus dem.
Besitz vm Karl Stamitz stammen. 16 Nummem sind von P.
Locatelli (aus dessen 24 Capri.gos), einzelne in stark Terlnderter Fassung Da der Stil aller annlhemd derselbe 1st, sind
vielleicht alle van !Dcatelli. Aber Nr. 47 ist ein merkwttrdig embryonale Fassung von J. S. Bacbs grosser d-mollChaconne I" (Riemann auf ~b XX der Einl.eitung ZUlll 16. Jhrgg.
der Deutscben Denkmaler.)
Riemann's description of the Vienna manuscript appears appropriate to
Liv. 2 of the Berlin manuscript, also.

It seems strange that Moser did

not associate Riemann's descriptian with the Berlin :manuscript attributed
to Nardini, especially in view of the fact that Moser edited works frcm
this manuscript.

The thirty compositions selected and published. as

10 Caprigien fflr Vig1ino al.lain were caprices which Moser felt certain
86. Moser, op git., 345, 1"n 2. Moser did not give an exact quotation.
Riemann listed "Nos . 1, 2, 6, 7, 11, 14, 18, 19, 23, 25, 31, 32, 33,
35, 36, 52" as being
Locatelli. Riemann's closing sentence reads:
"Leider ist das Ganze eine an Fehlem reiche Abschrif't, die wohl um
1750 oder etwas splter zu setzen sein mag." Mannheimer Jeznmormu;sik
dos 18, JAhrhunderts, II. Teil, Sechzehnter Jahrgang, PmkrniJor der

Tonkµnst in Paxern <PmkrnlJ or deutsc;her Tonlrunst. Zweite Folgo)
(Leipzig:

Breitkopf

&

Hl.rtel, 1915).
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were genuinely by Nardini. 87
but one are two pages long;

The caprices so edited are dtudes.
Caprice 9 is tour pages in length.

All
The

inherent musical value or each composition is apparent, as are also the
technical problems.

Moser wrote:

I consider that they achieve an excellence in the art of
writing for the instrument which fully justifies comparison
with the most daring and advanced works by Ba.ch and Locatelli.
Both for study ang concert use their revival ought seriously
to be considered. 8
Around the begirming of the nineteenth century, Ricordi published a

Metodp completo per il yig]ino

is divided into two sections:

by Luigi Tonelli.

89 This work

Part I discusses the mechanics of violin

playing, and particularly, the intonation or both major and minor scales,
the appoggiatura, trill, mordant, and "all things for beautitul melody";90

87. Nardini, Moser ed. , unnumbered Preface. Moser gives the impression
that his selection was limited to the first volume of the manuscript;
comparison discloses, however, that the entire manuscript was involved. For example, Moser's No. 18 is the fourth caprice in volume
two of the manuscript. Karl &11ckner reviewed Moser's edition in
Zeitschrift fflr Mµsikwissan,schrlt, 8 (1925/26), 604, and referred to
F. von Reuter' s attril:::ution or sane of the caprices in the manuscript
to Locatelli•. This review initiated polemics between Brttckner and
Hans Joachim Moser, who was defending his father. (Andreas Moser
died before his editim appeared in print.) See z.ml, 8, (1926/26),
662-64 for this discussion.
88. Nardini, Moser ed. , Preface. Regardless of authorship, the caprices
are dtudes, and provide good study material.
89. Published in Milan:

Ri.cordi, n.d.

90. llis1,. , unnumbered Preface.

C18--].
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Part II, directed to one "with the genius of execution, 1191 is concerned
with all the artifices of bowing, all the positims, ornaments, cadenzas,
and "modulatims . "

In the first part, the lessons take the f'orm of

lezime

theme and variations (usually three), each
two-octave scale in the appropriate key.
vided tor each lesson.

QAQricci.

being preceded by a

A second violin part is pro-

The studies in Part II comprise twenty lengthy

which should be considered 8tudes.

The first of these caprices

is prefaced by a twelve-measure P;r:elµdi,o Grave.

Each caprice is con-

nected with its successor by an unmeasured modulatory passage.
twenty-fifth caprice bears resemblance to Nardini's

The

Sm,ata m1rn,t;igµe:

written on two staves, the music conveys the erroneous impression that
the work is tor accompanied violin, whereas the soloist plays both lines,
thereby providing his own accompaniment.9 2
Some of the manuscripts in the collection of eighteenthcentury Italian instrumental music at the University of California (Berkeley) Music Library contain
Vincent Duckles that these

capricci.

caprigci.

gapricgi

It was the suggestion or Dr.

be examined for this study.

The

like most lengthy cadenzas, bear some resemblance to ,tudes

in that they include sections which appear to be the working-out or a
technical problem, but it would seem that the caprices were designed tor

91. Il21sl.
92. A portion of the Nardini Son1ta, enim,,tig,ue, as printed in Cartier,
op, cit., No. 148, is reproduced in Plate LIV, p. 208; a portion
of Tonelli's Caprice 2.5 is given in Plate LV, p. 209 (f'rom Ha1asio.,
p. 40).
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technical display and not for study.
concerto in which it is included.

Each seems appropriate to the

Perhaps some of these g&Ptl,ggi

should be termed concert ~tudes, however, when they are viewed in the
light of Jacobi.'s interpretation of the word "capriccio" as used in
Tartini's time:

In relation to Tartini's remark in his chapter on Cadenzo
Artc1fiziaU, (free cadenzas) that the free cadEl'lzas in fashion

in his day were better designated by the word "capriccio"
than by "cadenza": . • • Tartini is in no wa:y referring to
an ambiguity of the word ncadenza," be is opposing the then
usual "capriccio" to the then usual "cadenza," which was only
a ~ japrovisation, performed in accordance with definite
basic rules, while the capriccio was a long and independent
piece, a sort of "concert etude" -- two forms that ~damentally had nothing to do with each other, and that Locatelli, for example, in his solo concertos L' Arte del yiolino
(17JJ) uses, each by its own name (in various cases he prescribes after the "capriccio" a "cadenza" or a "cadenza ad
lib."). Tartini wished to guard against a person's performing
the cadenza in the manner of a capriccio, unless the latter
was specifically indicated; he wished in r act .to emphasize
the difference between the two forms.93
There.fore, it would appear that those cadenza-like passages in the concertos which are specifically designated. as capricci should be regarded.
as concert ~tuies, eTen though these passages fit logically into the
concertos as cadenzas.

There is differentiation in the marking of'

cadenza-like passages in the Tartini concertos in the Berkeley manuscript
collection;

this differentiatim has been preserved. in the listing in

9J. Jacobi, G. F. Nicolai's Manuscript, op cit., 219. The passage to
which Jacobi refers is in Tartini, Ir.aU4,, 117-18, and Sy.pplement,
Y/.
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the Duckles-Elmer catalogue.

For example, in the listing of Tartini

concertos, Itmi 80 contains a sixty-measure passage marked "capriccio,"
Item 62 calls for a "cadenza," and Item J6 has an \ll'lfflarked passage
which the cataloguers have conjectured to be a capriccio.94
The concert ~tudes of the Italian Locatelli were published in
Amsterdam, and are considered below on page 217.

Geminiani did his work

mainly in England, and is discussed in Chapter V, p. 155.
Al though violin methods, as such, were not published to any
great extent in Italy, that colllltry was rich in violin literature for
instruction.

Etudes were written by Italians, both at home and abroad,

and the contributions of Italian violinist-composers have remained in
the teaching repertoire up to the present time.

94. Duckles and Elmer, op cit., .348, J44, JJ8.

212

Chapter

VII

VIOLIN METHODS AND INSTRUCTIONAL MATERIALS IN OTHER COUNTRIES

Johan Helmich Re.nan (1694-1758) was an accomplished violinist,
active as teacher and perform.er until increasing deafness caused him to
forego the latter activity.

He was a versatile composer, but the majori-

ty of his works remained unpublished at the time or his death.

Two of

his works were published during his lifetime, one of these being

Assaggio

) yi.olino solo dated 1740, 1 Ingmar Bengtsson2 states that Roman valued
all his assaggi and planned to have them printed, ba.t that his plans
were abandoned, probably for economic reasons .
.An unique specimen of a first printing w1 th two movements in
G minor m two pages (31. 5 x 20. 5 om) is preserved in the

library of the Royal Academy of Music. This printing • . •
is furnished with the following remarks: "This is a
from the exercises for t h e ~ by the late Court Intendant

m

1. The other published work was
Sonatas for fiute, viola da gamba
and harpsichord (1727): a copy of this is in the Biblioth\que du
Conservatoire Royale de Musique, Brussels. See also Kathleen Dale,
"Roman, Johan Helmich," Grove's Dictionary
Music and Musis;ie,ns,
5th ed., 10 vols., ed. Eric mom (New York: St. Martin's Press, Inc.,
1954-61), VII, 214. Miss Dale gives the Assaggio as being "for
violin (or viola) solo."

or

2. Johan Helmich Roman, Assa,ggi), yi.olino solo, ed. Ingmar Bengtsson &
Lars Fryd,n (Stockholm: Almquist & Wiksell, 1958), xiii.
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and conductor Doctor Ro;man, published in print by himself,
but subsequently withdrawn, so that
are rather rare,"
and the dating "Stockholm the 26th June 1740. 11 3
Bengtsson states that these "remarks" are unconfirmed other than as to
authorship, which is verified by an advertisement in Stockholms Post

Tidningar. May 12, 1740. This advertisement refers to

"a beautiful mu-

sical. piece or so-called assaggio a violino solo" and advises the reader
that it is "intended to continue with such work in the keys most in
vogue. 114

It SJ.ould be noted that in the quotation inset above the work

is referred to as " a ~ from the sxercises for the violin," terminology which might be interpreted as indicative of use or the compositions called

assaggi as s'bidy J11&terial

Most of the

and in concert.

assaggi are presumed to have been composed before

1740, probably in the 1730's.

Bengtsson writes further:

In his "assaggi" with several movements (essays, experiments,
studies) and small pieces of the nature of ~tudes for solo
violin he left a contributim to the 18th century repertoire
for unaccompanied violin that is probably without parallel as
regards quantity. Many of these are musically rich compositions, and they must still be acknowledged to have great didactic value, not least for the study or the rlolin playing and
technique of the late baroque. From the stylistic point of
view they have little in commm with J. S. Bach's compositions
for solo violin, with which, moreover, Roman was not acquainted.
Rather, it appears that Geminiani was one of his chief models;
there are, too, certain resemblances with Locatelli' s viol~
style and G. Ph. Telemann's "fantasias" for the instrument.

J. Il;4sl.,
5. w.d,.

vi.

4.Ibisi,
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Bengtsson and Lars Fryd&l are co-editors of six of Roman's Assaggi),

yiolino solo, published in 19.58 as Volume I of Monumenta, Musica,e Syeci6

A lengthy bilingual (English and German) preface by ·the editors

is followed by three pages of examples drawn from these a,ssa,ggi with
suggestions for their authentic renditim.
four movements;

the others, two.

Four of the six assaggi have

The second and fourth movements of

"Assaggio I" in G minor are provided in two versions:

according to a

manuscript of Brant? and according to the original printed versiai.

The

majority of the works appear at first glance to be concerned. primarily
with problems of double stopping and chordal arpeggiation;

a study of

the compositims reveals the presence of other technical difficulties.
It is apparent that these were not designed for beginners.
Exa.minatiai of the microfilm of two manuscripts of the Assaggi

in the Roman Collection at the Royal Swedish Academy of Musics discloses
that Roman's }.ssaggi exist in considerable quantity;9

that the six

assaggi 'published by Bengtsson and Fryd&l do not appear in consecutive

order in the manuscripts examined;

that they are not numbered by the

6. Miss Cari Johansson, Librarian, Kungl. Musikaliska Akademiens Bibliothek, Stockholm, states in a letter to the writer th.at publication of
more of Roman's works is planned in the Monument.a Mµsica,e Syecica,e
series.

7. Per Brant (1714-67) was Roman's pupil, colleague, and successor as
conductor of the Royal Orchestra at stockholm.. His collection of Roman's music (in manuscript) is the most important source of the assa,ggi.
according to Bengtsson. See Roman, gp, cit., vi.
8. Johan Helmich Roman, Music for violin in manuscripts _catalogued as
MB; Ro nr 6o and nr....61. at the Royal St-redish Academy of Music,
Stockholm.
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original scribe, but such numbering of the

ass&id

Roman numerals) was done by a later hand.

There are gaps in the manu-

as appears (in light

script which seem to be due (1) to incomplete composition of an

assaggio

wit.~ space bei~g left for later insertion of movement or movements, (2)

to the incomplete copying or incomplete composition of movements, which
break off a bruptly a.fter six or eight measures, the balance of the folio
being left blank, or (3) to the loss of whole pages, probably in the
fire 10 which destroyed many of Roman's compositions.

The blotchy con-

dition of several manuscript leaves suggests that they suffered water
damage at some time, but the notation remains quite clear.
of movements varies;

The number

there is no evidence that the composer intended

each a,ssaggio to contain a certain number of movements.

a,ssaggi have mly one of them.

In fact, some

Although it is possible to consider each

"movement" as a study or ~tude in itself, the grouping of tvo or more
compositions in the same or related keys but with a different meter would
seem to indicate that a saiata or partita was intended also.
performance instructions are provided.

No verbal

Rather, the notatiai reveals

Roman's assumption that the performer would be familiar with the contemporary practice and style of playing, not only in enlarging a n ~
passage consisting of six or eight triple-stop half notes, or supplying
an improvised cadenza where a fermata appears in mid-staff, but in lmowing

9. There are more than twenty multi-movement compositions.
10. At the University of ibo in 1827, according to Kathleen Dale, op,
214.

cit.,
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how to arpeggiate properly a chord notated like the one in the following
passage : 11

'[Jf r[ W Hi1n 3r ,I~ r;: J,s I
fill hr 1, r ,I J. , IJ t J. J. II

'J

Roman, Excerpt from Assaggio, showing six-note chord
frequently employed in the assaggi

Ex. 14.

Another requirement is that of being able to read music written in several
clef's (common for well-trained musicians then).

Much switching of clefs

is done in an effort to avoid the use of ledger lines.
a large

11

Roman often used

0 11 fallowed by the figure "2" plus a restatement of the key

signature in the bass clef (but without

use of the symbol for the

bass clef) to indicate that the notes must be transposed an octave higher
in performance.

Thus, the composer spared himself the inconvenience of

writing ledger lines, and placed the burden of transposition upon the performer.

A photograph of a folio from this manuscript showing the beginning

11. Roman, MS

MAB;

Ro

nr 60.

folio 70.
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of a movement with these notational peculiarities is given on page 218. 12
The fact that Rom.an selected the word "assaggi" for the title
of these compositions would suggest a didactic purpose for them, yet the
grouping of the movements as in a sonata or suite is indicative of their
use for perfonnance.

The Assaggi should be cai.sidered 8tudes.

The com-

positions have much to offer an advanced student, not only in the mastery
of technical difficulties, but in matters of style, interpretation, and
the performance practices of that era.

The works are of high musical

quality but are not of the same stature as Bach's sonatas and partitas
for unaccompanied violin.

It is unfortunate that Roman I s plans for pub-

lication of the AssagiJ. had to be abandoned;

perhaps in some preface

the composer might have revealed his aim.

Ibo Lmr Countries
Pietro Locatelli's

L'Arte del yiglipo (1733) 13 was published

in Amsterdam, where he resided and where he established regular public
concerts.

This compositim consists of twelve concerti with twenty-four

cgpricci ad lihitum

A caprice is incorporated into the first and last

movements of each concerto, in the position usually allotted to a cadenza.
These are concert caprices rather than study works, but, like cadenzas,

12. ll2id,. , folio 7.

L'Arte d:el violipo, XII Concerti cio}>. viglipo
capricci a,d libitum. che si potr), finire a,1 se@0

1J. Pietro Locatelli,

solo, con

my

(Amsterdam: Carlo le Cene, n.d.). The microfilm copy of this work
at the University of California (Berkeley) Music Library is catalogued as dating from 1733.
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they bear sane resemblance to ~tudes.
denzas, however.

Some of the caprices contain ca-

Each concerto would be complete without the caprices.

The latter are usually in free fonn, yet some are rounded and exhibit
characteristics of binary form without being formally divided as binary.
The technical advancement of the Locatelli caprices is comparable with
Paganini's work.

When these

capri,cgi

from L 'Art,e de1

yiolino are viewed

in the light of Tartini' s use of the word "capriccio," as this is interpreted by Jacobi ( see above, p. 210) , they must be considered

ca1 cert

~tudes.

A volume entitled

Mfthode de la musigue et du yiolon

Signoretti was published at The Hague in 1777. 14

by P.

Only the second part

of this book is concerned with the violin.

Information is presemted on

how to hold the instrument and use the bow;

scales arxi intervals are

explained, as are also various signs used in music:
Point d'orgue

Guidon

Renvoi

Reprise

t- UI

or

In the discussion, references are made to examples which are fo,md at
the conclusion of Part II.

Six of these take the form of eleven-measure

which are musically dull.

Three pages of exercises conclude the

work.

14. This was published
Le Yiolon (Paris:
was Giuseppe. The
possibly mean that

by Frl,res Williams.

According to Arthur Pougin,
Fischbacher, 1924). 104, Signoretti' s given name
"P." before his surname on the title page may
he was a priest.
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Spa1o and Portugal
The Portuguese cl.aim that the oldest method for the violin is
Agostinho da Cruz's Lyra de Arco ou Arte de tanger rabec1,. which was
published in Lisbon in 16.39. 15 The copy of this book fonnerly in the
National Library at Madrid was presumed to be an unicum

Since the

method seems not to have survived, the Portuguese claim that it is "the
first method of its ld.nd ever published in any country1116 cannot be
refuted.
Chly three Spanish publications relative to the violin have
been located.

The first of these, Pablo Minguet y Irol' s Roglas, y

advertond.as mioralos gue cmsoffan el mcxlo de taJ5er tcxlgs los instrumen,tos mejores, y mas uswµes 17 is described

by AngUs as "one of the

15. Albert T. Luper, "The Music of Portugal," in Gilbert Chase,
Music pf %>&;in (New York: W. W. Norton, 1941), 281.
16. Albert T. Luper, ed., An FJhibit pf Music md M§.ter;i,a,ls on Music
Early and Baro (Iowa Clty: State University of Iowa, 1953), 29.
The work of the Italian Rognone which antedates that of da Cruz
is also believed to be lost (seep. 166); Mersenne's "method"
has survived, however, but may be of a different type.
17. Pablo Minguet y Irol, Reglas, y 1,dyertoncias genera,les gue en,sefl.an
el mgdo de taJ5er tcxlos los instrwncmtos mejores, Y m,a,s usueJ.es, cgn,o

la Quitarra, Tiple, Yandola, Cythara, CJ.artcordio, Qrgan°, Ha;r:pa,

Pselterio, Bpndum,a, Violin, Fl,auta Tra,versera,, flaut.a Dulce, Y la
FJ,,autrna, con ya.rigs ta15,idos, d§nzas, contrad@zas, x otras cosas
sem,ejantes, dem,onstrws, x t;iguradas en Gatel4n, x F:ra,nc§s, para,
gue qnaJ1Quier Aficionado las pued.a, comprehender con mucha, facilidad,.
Y On Maestro; con una, breve oarplicaci&, de comp el Aµtor los aprend,14, que est) el bolyer de est) ho ja (Madrid: Joaquin Ibarra, 17.54).
The violin is treated in mmumbered f'olios 53 to ,58.
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most complete of its kind in Spain and presents the theory of the instruments jointly with the practical part. 1118
two unnumbered folios;

This work consists of sixty-

there is a special title page for the section

on the violin which begins with folio 53.
are very brief and rudimentary;

The instructions presented

there are no ~tudes.

Arte, y puntual e;mlica,ci& del mcxio de tocar el violin bears
no publication date, but Joseph Herra.ma's dedication of his work is
dated April 21, 1756. 19

Herrando presents the rudiments of violin play-

ing first, then sets forth examples, exercises, and lecciones.

In many

of these the bowing is marked, symbols used being "o" Carco ahajo =
down bow) and "a" (a,rco a,rriba, = up bow).
~tudes;

Many lecciones are really

in sane the musical value is negligible, but the instructive

purpose is present, and the lessons consist of more than mere reitera-

r,. md,sica espaJiola desd,e la ed,1,d media hast.a m1estros
Mas, cat.nogo do la e;mosigi& histS,d,,c1, celebrad& en conm,emoraci&
del primer cmtenad,,o del nacimiento del m&estro Felipe Pedrell ( &r-

18. Higinio ~Us,

celona: Blbl.ioteca Central, 1941), 51. According to Angl~s, there
was a second edition of Minguet' s work in 1774 ( ~ , 52).

19. Dominus Joseph Herrando, Arte, y pµntµal e;mlicaci6n del mcxio de

tocar cl Y1°Jjn con pcrfecci&. y fa.cilidad siendo muy ytil. 0 ara
cul,lQµiera Que aprenda asi aficionado como professor aprovecha,ndose
los maestros en la ensefSanza de sus d,iscipµlos con ma,s breveded x
descanso (LParis: 1756 or -S??J). The Real Privilegio dated at

Madrid 26 February 1751 refers to the book which was printed in
Paris. The work consists of J unnumbered and 35 numbered pages.
Gilbert Chase, op cit., 119, refers to Herrando by the Spanish name
Jos~.
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tions of a finger pattern or scale passage.

The studies vary in length

from twelve to ninety-ti ve measures, the longest being an arpeggiation
,
20
~tude with an indication for a cadenza at measure rlinety-fqur.
Some
of the positiai studies given on pages 29-31 are technically difficult;
others are exercises.

This instruction book indicates that the Spanish

were keeping pace with other European countries in the publication of

teaching material for the violin.
In the Prontu,,rio musico, para el instrument:, sta de yiolon, v

~

1 Don Femando Ferandiere devotes ten pages to the violin, which

he considers a good instrument for supporting voices.

He writes also

of the Spanish not having written caprices like those of Locatelli, and
speaks of the reasons for the scarcity of printed music in Spain and
particularly the high cost of it.

The principles of music are presented;

four styles of bowing are mentioned:

"suelto, ligado, stac:ado, y pica.do."

According to Ferandiere, one of the secrets of violin playing is to play
softly when repeating a passage, and in Allegros, when repeating for
the second time, to play in echo style, bowing close to the bridge, so

it will seem as though it is another instrument which is answering. 22
Very little music is given;

the few complete compositions are pieces

20. l.1;a.sL , 33.
21. Don Femando Ferandiere, Prgntua,rio musf co. para ol instrumsmtista
do violin y cantor (Malaga: Impresor de la Dignidad Episcopal,
1771).
22. iw., 27.
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which, if performed in accordance with the "Secretos del Violin," could
be considered ~tudes for style.

Ebhemia
Wenceslas, or Vlclav, Piehl (1741-1804) published his music in
many countries, and lef't compositions in manuscript;

for this rea.-s on,

it seemed best to group his works and consider Piehl in the cotmtry of
his nationality, Bohemia.
Among the holdings of the :tv'.ilan Conservatory is a manuscript
titled

Capriccio ), guisa d'arpegio per yiolino solo. 23 The caprice is

one hundred

am five measures long, with an :indication that t he first

eighty-three measures are to be repeated.

In range, the composition

covers the first three positions, and fingerings are supplied for some
of the position work.

This ca.price was probably used for teaching pur-

poses, and should be considered an ~tude.

The writer has compared this

manuscript with Pichl's Op. 19, and finds that the manuscript and Caprice IX, Op. 19, are identical.
It seems highly probable that Piehl intended his Opus 11 as
instructional material.

The theme of this

Andante for the Violin with

2J. Wenceslas Piehl, Ca,priccio), guisa d'a,rpegio per violino solo dA1,
Sigr Wenceslas Piehl. manuscript at Biblioteca del Conservatorio
di Musica "Giuseppe Verdi," Milan.
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100 Varla,tions24 may be seen as "Variazione 1" given in Plate LVII, page
225. 25 Each of the hundred variations is eight measures long, and the
variations are arranged on each page so that they may be easily compared
(see Plate LVll, p. 225).

of each page.

The unfigured bass line is on the bottom staff

'nle brevity of the variations, their placement upon the

page, the confinement of each variation to a single technical problem
or musical style, lends credence to the suppositicri that this is study
material.

Each variation constitutes a miniature &tude;

whole should be tenned an &tude.

the work as a

Two of the variations are remarkable

for use of symbols having connotations which are the opposite of those
in use today, namely, the

11

hannonics, respectively.

Variations

0 11

and"+" used as symbols for pizzicato and

54

and 57, shown in Plate LVIII,

p. 226, are self-explanatory. 26
The conclusion that the

Andante for the Violin with 100 Va,ria-

i s study material was borne out by the examination of a slim
volume entitled

24.

Studies for the Violin Ca,lculated, for the Improvement of

w.

Piehl, Andante for thi Violin with 100 Variations. Op. 11 (Lona. 1795_/). Dating is from The Britishdon: R'!- Birchall, n.d.
Union Gataloi'Ye of Early Music. 2 vols., ed. &iith B. Schnapper
(London: futterworths Scientific Publications, 1957), II, 783.
This catalogue lists also Cepto var;iazioni sulla scala del basso
fenno per esercizio del yiolino L0p. 11_/ (Naples: Luigi Marescalchi L 1787_/ ) •

25. Piehl, Andante, 2.
26. :w.sl,. , 7.
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Piehl, Variations 51-60 from

,Andante for the Violin .i,lj.th 100 Variations.
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Practitioners in Genera,l. by Pichl. 27

The ~nda,ntino theme is identical

with that of the Apdante. as is also the basso continue line which appears at the oottom of the last page of the Studies.

This publication

includes only sixty-five of the variations, and the lay-out is not the
same as that in the Birchall edition.

Instead, the variations succeed

each other with only heavy double bars and numbers to indicate the conclusion of one variation and the beginning of another.

The variations

do not follow the same order as in the Birchall f'di tion, but seem to
have been selected at random.

The explanatory notes are brief -- "Alla

zingarese," "sotto voce," "dolce," "staccato";

there is no preface.

The Dou,ze Ca,pri,ces a yiolon seul which canprise Picbl's Opus
19 appear to be ~tudes. 28 The caprices are fingered and seem to bearranged in order of increasing difficulty, although none of the compositions are easy.

Caprice IX and the Capriccio ). ID,dsa d' a,rpedzo per

yiolino solo in manuscript at Milan (see above, p. 223) have been compared and fol.U'd to be identical.

Caprice Il, La,rghetto. cop sgmi,na,

contains passages similar to those concluding the secmd Fiorillo study

27. Vinceslas Piehl, Studies for the Vig] ip Calculated for the Improvement of Practitioners in Genertl (London: w. Boag, n.d. ). Boag
was in rosiness between 1790-s::.&,. 1825, according to Frank Kidson,
British Music Publishers, Printers. a,nd Engravers (London: _w. E._
Hill & Sons, 1900), 14. This volume of Studies is dated "L 1800_} 11
at the University of California (Berkeley) Music Library.
28. Wenceslas Piehl, Douze
n.d.). The work bears
£&,. 1796, according to
(Berlin: Merseburger,

Caprices I yiolon seul (Berlin: J. J. Hummel,
publisher's number 942, which dates the work
otto Erich Deutsch, Musikyer1Ags Nµmmern
1961), 16.
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sustained trills with eighth notes to be touched upon lightly. 29
Pichl's Opus 21, XII Capricij a violino solo.JO was apparently
published in two parts, but only the Parte Prima was available for examination.

This publication consists of the same music as the composer's

Opus 19, the tw-elve caprices discussed in the preceding paragraph.
The Preface to the modem edition of Pichl's

Sei fughe con un

orelµdio fugat.o per un yip] ino sglo3 1 seems to indicate that these fugues
were written as study material.

The Preface stresses the importance of

Pichl's caprices and fugues as preparatory material for the study of Rode
caprices and Bach sonatas. 32

The six fugues and the fugato prelude

29. llisl,., 24.

m.

Part.e Pri;ma
JO. Wenceslao Piehl, ID Cg.pricij a yiolino solo. Opera.
('A Bronsvic nel magazino di musics. nella stra.da chiamata. di Imhe;
In Amborgo da. GUnt.er e B5hme," n.d.). Gracian ~emulak mentions "12
Capricci A" and "12 Capricci B" which would indicate that a second
part to the Caprices was written. (eemu§ak, "Piehl, Wenzel," Grove's
Dictionary, VI, 759-60.) The microfilm copy of Part I was obtained
from Musikabteilung, Deutsche Staatsbibliothek, Berlin.
31. V4clav Piehl, Sei fµghe con un prol,µdio fugato per un vi,oling solo.
ed. Jan Rs.eek (Prague: Orbis, 1951). Title page just inside the
cover reads: "§est fug a fugovan~ preludium pro sdlov~ housl~."
The Preface indicates that early editicns were published by Arta.ria
(Vienna), Imbault (Paris), in fudapest, and in Wolfenbttttel in a
collection of ,ittudes" for solo violin. The Fugues are listed in
Imba.ult's catalogue of 1800-01 under "Sonates et Exercices pour le
Violon" (C. Johansson, French Music Publishers' Catalogues or the
Second Ha.lf or the Eighteenth Century. 2 vols., Stockholm: Almquist
& Wiksells, 1955, II, Faes. 42).
32. The Preface is trilingual: Bohemian, Russian, and French. The French
is not an exact translation of the 1:bhemian, which emphasizes particularly the caprices and fugues. The French reads: "Il faut menticnner
comme un document trl,s important des efforts artistiques de Piehl sur-
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mentioned in the title are preceded by an Entra,ta, which is related
thematically and tonally to the prelude.

Fugues I and II, in D minor

and D major, respectively, seem to have some thematic relationship.
With the exception of a fe,w strategically placed full chords, and two
passages indicated for arpeggiation, this music is written almost entirely
in double stops.

DaJrnat,ia,
Dragan Plamenac located a manuscript written in Dalmatia
QA..

1625 which contained violin tablatures.

ling di Sigr Ga,briele Perua,ncg da Lesina

This Inta,µgla,dure del Vig-

was in a codex belonging to

the .Archives of the Yugoslav Academy of Sciences and Arts in Zagreb,
Yugoslavia, an:i bore their library mark I. a. 44. 33 Only three pages of
the codex -- pages 98r, 98v, and 99r -- contained melodies written in
Italian violin tablature, without rhythmic indications.

The figure

11

4 11

was used only on the highest string, which is the lowest line of the

tout ses caprices, fugues, sonates et variations pour violon seul
On souligne toujours leur importance pour la pr~paration des violonistes pour les ~tudes de
Rode et des sonates de Ba.ch non seulement quant
leurs probl~mes
techniques mais encore quant \. la richesse des id~es musicales, de
la forrne, de la profon:ieur et la fra1cheur de leur expression musicale."
qui furent plusieurs fois r&Mit~s.

33. Dragan Plamenac. "An 'Chknown Violin Tablature of the Early 17th
Centv-y," Pa,pers of the American Musicglg~ica,1 Society, 1941 (1946)
144-57.

2JO
tablature.

The melodies do not Axt.end beyond the first position.

lines are used, but merely to suggest caesuras in the melody;
no time signature, and rests a.re also lacldng.

"Bar"

there is

The seven pieces in-

tabulated are dance and popular tl.ll'les of Italian origin which were in
vogue between the yea.rs 1.580 to 16JO.
and "Passe mezo 11 are in Zanetti's

n

Two of these, "Spagnoletta.,"

scola.ro (see above, p. 166).

The United, State= of America
The .English violin tutors and Geminiani I s treatise were lmown

in America.

An

Abstract of Geminiani's Art of Playing on the Violin 34

was printed in Boston in 1769.

The writing deals with the position of

the hand and fingers, the position of the violin, managemEl'lt of the bow,
"the Places of the Thumb in Shif'ts," fingering, "Good Taste," ornaments,
and "other characters" such as the slur and the pause.

There is no music

for practice in this fourteen-page book.

It is probable that Willia.m Tans'ur's A New Musical Gra,mm,ar
(see above, p. 1.54) had American editions;

John Tasker Howard reports

on editions of other writings by Tans'ur being published in Newburyport
in 1755. 3.5

34.

An Abstract of Geminiani's Art of Playing on the Violin. and of
another Ppok of Instructions for pla,ying in a true Taste on the
Violin, Gorman Flute, Violoncello, and the thorQUi:h B,,ss on the
Harpsichord, with sqne additions. Containing the most necessary
Ru,les to attain to a nerfection on those Instruments (Ihston: John

Boyles, 1769). No statement is inade as to where Geminiani stops and
"another Ihok" starts.

J.5. John Tasker Howard, Our American Music. 3d ed. (New York:
1946), 16-17.

Crowell,
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Around 1800, Samuel Holyoke's

The Instrwtumtal Assistant

was

published. 36 The violin section of the work is similar to the English
tutors, but is more comprehensive.
position;

Shifting is carried to the sixth

the fourth position seems to be sld.pped, however.

("Half

shift," ''whole shift," "double shift," and "last shift" are notated in
The "Lesson of Intervals for the Bow" is a series of ascending

scales.)

and descending scales in melodic thirds;

some fingerings are indicated.

Three pages of "Introductory Lessons 11 37 present eight smaJ.1 canpositims
which might be considered ~tudes;

each seems to concentrate on one par-

ticular facet of violin playing.

Most of this music is notated for treble

and bass;

Nos. V, VI, and VIII have two treble lines and bass.

All of

these pieces are in binary form, and no instructions are given for their
study.

The volume concludes with sixty-five ccmpositions for performance.

Included are "Handel's Gavot," "Handel's Water Piece," "March in the
Water Music," "Stamitz's Air," "Heathan ~hology,'' and a "Sonata."
The Table of Contents, found at the end of the book, carries the following notation:

"Instructors may perhaps find some abridgement of their

labors, should they see proper to introduce this book among their scholars."

36. Samuel Holyoke, The Instrumental, Assistant, Conta,,ining Instructions
for the YiQJin. Ge;cman-FJ,,ute, Cl-arionett, Ba,ss-Yio1, end Hautboy.
Compiled from late European pµblicillons, Also A Soloction of favorite Airs, Marches, &c Progressively Arra,wed, and adapted for
tho use of Learners Yo1 I. (Exeter, New Hampshire: H. Ranlet,
n.d.). The date 1800 is conjectured on the catalogue card for the
microfilm copy at the University of Iowa.

37.

llis;i., 22-24.

2.32
A second volume of

in 1807. JS

The

Instrumep.W, Assistant was published

This was designed as a supplement to the first book, and

contains instructions for the French horn and &.ssoon, but consists
mainly of music.

Some of this music resembles an orchestral score.

The "First Masonic March"J.1 is scored for "Cla.ri.onett e Vio. 1mo,"
"Clarionett e Vio. 2do," "Como, 1mo," "Como, 2 do," and

All parts ar e scored in t he key of C.
the "Second Masonic Ma.rch."4-0

11

&.sso."

Similar scoring is given for

The only lines of music specifically

marked. for violin in this seccnd volume appear in the orchestrations.

J8. Samuel Holyoke, comp., The Instrumenta,1 Assistant: Volume II, Conta1n1n~ a Selectign of Minuets. Airs, Duettos, Rondos and Marches:
with Instructions for the French-horn and B@.ssoon (Exeter, N. H.:
Ranlet & Norris, 1807) •

.39. Il21s1.. , 42.

40. ;w.s1., 50.
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Chapter VIII

EARLY trunES IN PRESENT-DAY TEACHING REPERTORY
Several volumes of caprices or studies vrhich had initial
publication in the late eighteenth or early nineteenth centuries have
come to be considered sta.rdard instructional material for developing
the technical facility of violinists.

Among these volu..YTles are works

by Fiorillo. Gavini~s. Mazas. Rode. and Rovelli.

This chapter will not

constitute an attempt to prove what is already an established fact -that these compositions are true 8tudes;

neither will an eff'ort be

made to identify each ~tude with a specific technical problem and thus
catalogue the compositions.

Rather. it has been deemed more profitable

to review the contents of' the volumes in general and to ocnpare modern
editions of these ~tudes with original editions or manuscripts, in so
f'ar as these sources are available.

f:i 0 d-U 0
The

Thh-ty-six C,,,pric;e;s

by Fiorillo have been reviewed in

several editicns and in manuscript.

What is perhaps most striking is

the fidelity of the mod.em publication, edited by Henry Schradieck, 1

1. Federigo Fiorillo, Tb1rtx-s1x st,wlies or Caprices for
ed. Henry Schradieck (New York: G. Schirmer, 1895).

the Violin,

2.34
to the manuscript, and more especially, to that numuscript which is
listed in the holdings of the Blblioteca del Conservatorio di Musiea
"Giuseppe Verdi" in Milan as

36 Capriggi per yiolino

early editions of the Ca,priges were examined.

by Lolli. 2 Two

One was published by

Imbault and bore no publication date, but was catalogued with a conjectured. date or 1808;.3 in the other copy, all publication data were
4
missing.
The latter edit.ion is bound in a wallpaper-like cover and
bears a label reading:

"studio t fiolino /

with the name "Fiorillo" inked in.

Rel: /

Ga,etS Pensa, / 2RL1'1

There is no title page.

The volWlle

is one-half inch larger in height and one-fourth inch wider than the
Imbault ed.iticn;

the construction or the French language used differs

orthographically and grammatically in these two publications.
One variance in the copies of this work is in the numbering
or the
an

Caprices. In

the published editions, Caprige

in E-fiat major and the

this

progresses;

Mpderato aasrl

JS

oansists or both

in C minor into which

the Lolli manuscript numbers the Adad,o. .35 and

2. Kons:r Lolli, '36 Capriggi per ytg]jno, in manuscript at Blblioteca del
Consenatorio di Musica. "Giuseppe Verdi," Milan.

3. F. Fiorillo, E;tud,e pour le yio1on fom,nt J6 c19ri9es, Oeuvre III~

(Paris: Imbault, n.d . L 1808?.) ). Dat.ing is by Music Library,
University of California (Berkeley). The work is listed in Imbault
catalogues in Johansson, op, cit., II, Faes. App. 15, Faes. 112, in
the years 1796 and 11 1800 or 18017" also.

4. This copy was not catalogued but was kept in the office of Dr. Vincent
Duckles, Music Library, thrl.versity of Califomia (Berkeley), at the
time it was studied.
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the Mgderato J6.
in the manuscript.

The word

11

FINIS 11 is written at the end of Caprige

The Arpeggio studies comprising Caprige

36

J6

in the

published versions constitute the last page of the manuscript ard bear
no number.
The fingering ard bowing indicaticms in the Sehradieck edition
were compared closely with those given in the manuscript attriruted to

Lolli.

Fingering indications were f'O\D'ld to be identical;

bowing changes

occurred in fewer than a half-dozen instances and constituted addition
of slurs or different placement of them in the modern publication.

Since

there is no in:lication that the manuscript is the composer's autograph,
there is always the possibility of a scribal error in the manuscript, as
well as editorial changes.

Likewise, the two early editions exhibited

minor discrepancies with each other,

am

with the Schradieck edition,

but these were in the nature of slight bowing changes and verbal instructions to the performer.
erence to Caprige

Che instance of the latter occurred with ref-

14. an ~tude designated

played entirely on the G string.

in the modern edition to be

Although the fingering given in the

manuscript is identical with that in Schradieck's edition, there are
places where interpretatim could imply that the passage be played in
third position on the D string.

In the Imbault edition, there is the

following additional instruction for the study of this C&9rige:
(Nota.) Ce morceau peut se jouer successivement sur chaque
corde, en transposant d',me Quinta. On l'executera d'abord
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comme U est not, en llt, mineur; puis en
sur la J~ cord.a;
ensuite a-i Ba min~ sur la 2~ cord.a, et enfin en lA mineur
sur la chanterelle.'
This notation does not appear in any ot the other versions examined.
Little has been written to ilxli.cate that Fiorillo was himself

a teacher, and as a performer he seems to have devoted his energies
more to the mandolin

am

the viola than to the viollll, yet these caprices

indicate that their composer knew well the intricacies and problems of
violin playing.

In range, the caprices cover the fingerboard.

There

seems to be no predilectim for any specific technical problems to the
exclusion of others;

it could be said that the composer sought to cover

all technical problems ot his time.
musicality is at a high level

am

These Capd,,ges are never dull;

is enhanced by intricacies of finger-

ing and bowing which occur at times in the polyphonic wr1. ting of doublestopped passages or in the inclusion of graces.

These are ,tudes for

style and expression as well as &tudes tor technique.
It is strange that La Laurencie takes no cognizance of the
Fiorillo Capd,.ges or of their canposer, although Fiorillo is reputed
to have played at the Concert spiritual.

In fact, both Fiorillo and

Lolli were active in Paris at the Concert spiri tuel, and La Laurencie
records the performances of Lolli in the French capital.
composers are reported to have been in St. Petersburg 1n

5. Fiorillo, Imbault ed.,

op

git , 13.

Both of these

1m,

and the

237
names of both or them appear consecutively in the column headed "Sonate
et Air vari8 pour violon" in the 1788(?) 6 catalogue or the Paris publisher Sieber.

According to accO\mts by Andreas Moser, Robert Eitner,

and the articles in

7 both

men composed thirty-six caprices tor the

rlolin -- which an examinatic:11 reveals to be exactly the same music.

Gropi)s
No manuscript version of the Gavini~s

Ma.tip4es8

was available,

but an early publicatic:11 by Imbaul.t9 was located at the Paris Bibliothl)q_ue Nationale among the holdings which were at me time a part of the
Bi.blioth~que Royale.

Apparently the manuscript is no longer extant, for

the Imbaul.t publication is that which was examined by La Laurencie for
use in his

L't,cole franwaise de yiglop

10

The Imba.ul.t editioo was com-

6. Cari Johansson, French Music Publishers' Ca.talogu,es of the Secmd
Ha) r or the Ei~hteenth Century. 2 vols. (Stockholm: Almquist &

Wiksells, 1955, II, Faes. 114. The cmjectured date of "1788(?)"
is given to the catalogue by Hiss Johansson.

7. Andreas Moser, Gescb1chte des VioHpspiels (Berlin:

Hesse, 192.3),
288; Robert Eitner, 11!.Dlli, Antonio," Oµellep-Lflrjkon. VI, 212-13;
"Fiorillo, Federigo," CN,ellen-Laxikon, III, 459-60; Albert Mell,
"Lolli," Die Musik ip Geschighte µnd Gegem,art. VIII, 11.32-.33;
Ursula Lehmann, "Fiorillo," Die Mµsik ip Geschichte und Gegem.rart IV, 258-59.

8. Pierre Gavini~s, Twenty-four Studies Cffa.tin6es) for
Leopold Lichtenberg (New York: G. Schimer, 1908).

9. P.

Gavini~s,

Les Yingt-gua,tre wt;indes

•

lml. (Paris: Imbaul.t, n.d. L Q. 1800_/ ).

the YinJ in,

ed.

E;xercices pour le yio-

This is the date of a
catalogue of Imbaul.t works, a facsimile of which is in Johansson,
op cit, II, 42.

2)8
pared with the Schirmer publication edited by Lichtenberg.
found to be identical with the exception or f'inal chords;

Notation was
in the early

publication tull. chords are written: 11

h. 15.

Mamer of notation of f'lnal chords
in Imbault editim of Mat,1n4es.

but in this modern edition final chords are notated in the following ways : 12

Ex. 16.

Various ways of notating final chords
in Schirmer edition of Ma,tin6es.

10. Lionel de la Laurencie, L1 fcole tnn.aise
Delagrave, 1922-24), III, JOO, fn 1.
11. Gavinibs, Imbault ed., AP
12. Gavini~s, Schirmer ed., o,p.

de violon. J

c;it., 11.

cit.,

11, 15, 4J.

vols. (Paris:

2.39
There is discrepancy also in the use of the dot ( • ) and the wedge (');
both signs are used in the early edition, thus indicating that a difference in ~ring stroke was desired, but in the modern edition the
wedge has been deleted and the dot substituted.

Leopold Mozart makes

a distinctiai. between the two marld.ngs, as follows:
It happens also that under the circle Ci.a., the slur]
or, if the circle be under the notes, over the same, dots
are written under or over the notes. This signifies that
the notes lying within the slur are not only to be played
in one bow-stroke, but must be separated from each other
by a slight pressure of the bow • •
If, however, instead
of dots snail strokes Li.e., wedges
be written, the bow
is lifted at each note, so that all these notes within the
slur must be taken in one bow oo.t must be entirely separated
from each other.

"J

A canposer often writes notes which he wishes to be
played each with a strongly accented stroke and separated
one from another. In such cases he signifies the kind of
bowing by means of little strokes
wedgesJ which he writes
over or mder the notes.1.3

L

Geminiani also mentions the note marked wi. th a wedge, or a stroke, as
being a staccato, ''where the Bow is taken off the Strings at every
Note." 14

Donington writes as follows:

At the end of the baroque period, • • • the dot was beginning
to be used to show a lighter, less abrupt staccato than the

1.3. Leopold Mozart, A Treillse gn the f)mg,rnenta,1 Principles of YiQJjp

Playing (1756), trans. F,ditha Knocker, with an Introduction by Alfred
Einstein, 2d ed. (London: Oxford University Press, 1951), 45, 47.

14. Francesco Geminiani, 'lhe Art of Playing op the Yiolip (1751), facsim.
ed., ed._David D. Boyden (London: O:dord University Press, n.d.

C19511.J),

a.
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dash.

Quantz and Leopold Mozart reflect this new tendency.

Joachim Quantz,
Berlin, 1752, !VII, ii, 5: _
"When the dash appears instead of the dot L under a slur_}
the notes must be strongly emphasised in one bow stroke.
L When there is no slur_} the notes with dashes must be cut
short, but those with dots, merely made with a short bowstroke, and held on. 1115
The modem edition has a verbal direction for spiccato playing in several
passages where no indication for such rendition is made in the early
publication.

One instance of this occurs in

tions as "in the middle of the bow

111

Matin,Se 22. 16

Such direc-

7 do not appear in the Imbault edition.

Gavinibs designed his studies for perfection of the mechanics
of the left hand and for suppleness of the bow.
do not extend beyond e"";
seventh positicns.

In range the studies

the area most favored lies in fourth through

Importance seems to be attached to extensions, to

passage-work in higher positions requiring use of all four strings, and
to changing strings with mdulating bow.
19,

20

on page 241.)

(See examples 17, 18 18, 19 and

The studies often require displacement of the left

hand -- not merely backward extension of first finger or upward extension
of fourth, but displacement of both at the same time, or of all fingers

15. Robert Donington, The Interpretation of Early Music (London:
& Faber, 1963), 409.

16. Gavinibs, Schirmer ed.,

op cit , 44.

17. lW,., 4.
19. !W,., Ma,tin,Se

18. ll215;i.,

1.

meas.

Faber

Ma,tinb 2.

7.

20. lW,., Ma,;tinb 12. meas. 5-7;

Ma,tinfe 1. meas. 1.

meas. 17 and 21.
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Ex. 17. Excerpt from Matin,Se showing
extension of fingers required.

EJccerpt from Ma.tin6e requiring
position work across all four strings.

Ex. 18.

E,ccerpt from Ma,tin6e requiring
string-crossing with undulating bow.

Ex. 19.
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from normal position both by stretching and cramping.
for specific fingerings;

Gavini~s called

the ones marked in the modem edition are

those designated by the canposer, but they are not the cgnplete fingerings indicated by Gavini~s.

In the Imbault edition, entire measures

are marked with explicit fingerings, and whore Gavini~s desired position
work on a specific string, he indicated not only the string to be used,
but the fingering also, in such a manner as:

tca.
01

meaning

third string, or D, first finger.
La Laurencie considers the Ma,tin6es a landmark in the histor-.;
of violin playin~:

"Ce recueil d'~tudes marque une date capita.le dans

l 'histoire de la technique du violon. 1121

His description of the 1'fatin~es

is worthy of note:
Nous observerons que, d'une mani~re g~n~rale, les Ma.tin~es
de Gavini~s ne consistent pas, comme les
de Kreutzer, en
piices canportant d'un bout\ l'autre le rn&ie genre de difficult~s, ou n~cessitant le m~rne coup d'a.rchet. Elles sont vari~es,
et pr~sentent plutet le caract~re de Ca.prices dans lesquels le
violoniste enregistre uncertain nombre de traits de port~e
pMAgogique, et diverses sortes de coups d'archet. Il y ins~re
aussi les dispositifs th~tiques qui lui sont familiers et que
nous avons signal~s). plusieurs reprises dans le reste de son
oeuvre . • • • Sans doute, elles sait ·assez massives et de
figuration continue, chacune d'elles se proposant l'~tude d'un
ou de plusieurs genres de traits et de coups d'archet. Ma.is,
outre que l'association de ces divers genres de traits apporte
~~j, un ~~ment de vari~U, ell es n I ont pas la maiotonie des
de Krcutzer. 22

21. La Laurencie,

op cit., II, 328.

22. I.hl,d., II, 330.
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Kreutz~r
T h e ~ of Rodolphe Kreutzer (1766-1831) probably appeared
on the market in F.rance shortly before 1800.

This conjecture is based

on the fact that the September 1800 edition of

Allgemeine mus;ika]jsche Zeitung2 3 lists

Intelligenz-m.ill

in the

publication of a new edition of

t h e ~ , by Breitkopf & IDlrtel.
One of the Kreutzer ~tudes 24 does not go beyond first position
(No. 5);

several lie within the bo,mds of the first t hree positions.

There are those, h~rever, which extend into higher realms.

Technically,

the Kreutzer studies are designed to cope with most of the problems of
fingering and bowing with which the violinist will be confronted in the
performance literature for the instrument.
these ~tudes rank slightly below the Rode
the

Ca,prices

of both Rode and Fiorillo

the works of Kreutzer.
as, for example, No.

9.

am

In degree of difficulty,

Caprices;

in musicality , too,

the Gavini~s

Ma,tin6es

outrank

Sane of the latter ~tudes can become quite boring,
Suggestions of alternate bowing patterns to "be

used in practicing several of the ~tudes can be an asset to both student

23. In Vol. Ill (1800/01), IntelUgenz-matt XX, col. 85, the works are
listed under title of the F.rench publication, ,ttude ou Caprices pour

le yiolon

24. Rodolphe Kreutzer, Forty-two Studies or Caprices for the Violin, ed.
and rev. F.dmund Singer (New York: G. Schinner, 1923); also, ~ two Studies for the Violin, ed. &njamin Cutter (Philadelphia: Oliver
Ditson, 1901); also, 42 studies or Caprices for the Violin. ed. Emil
Kross (New York: White-Smith, 1885). The latter is bilingual, in
E'aglish am Germ.an.
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and teacher when used properly.

Such patterns can also make ~tudes a

bore, if the student is forced to drill on one study until it has been
mastered in all of the suggested b0tdngs.

When so taught, these ~tudes

are but a step away from exercises.
There are divergent opinions as to whether Kreutzer wrote
forty or forty-two ~tudes.

Many authors credit hi'Tl with forty-t·wo;

Benja.~n Cutter writes :
Kreutzer died, in Geneva, June 6, 1831, probably unaware that
his most lasting work would prove to be this set of "Forty
Studies." The other two Studies were added some twenty-five
years ago by a French reviser, to make the work a trifle more
complete. 2,

It is probable that the

Twenty-four Ca.prices by Pien-e Rode 26

(1774-1830) appeared early in the nineteenth century, but in view of
Rcxie's association with Kreutzer and Paillot in the task of formulating
the course of study for violinists in the newly-formed Paris Conservatoire, his ~ttrles should be considered.
Rcxie wrote a caprice in each of the twenty-four major and minor
keys.

In the David editim of this work, the caprices are an-anged pro-

25. Kreutzer, Ditson, 912

cit., Preface, mmwnbered.

26. Pierre Rode, l'wenty-fqur

Major a,pd Minor Scales,
1895).

Caprices (studies) for the Violin in the 24

ed. Ferdinand David (New York:

G. Schirmer,
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gressively, camnencing with C major, then A minor, proceeding through
the sharp keys, then through the flat keys, and concluding with a study
in D minor.

Musical quality is always apparent, and when properly per-

fonned the compositions sound like caprices rather than studies.

While

this may be said also about the Fiorillo and Gavinibs ~tudes, the statement would not hold true for all of the Kreutzer ~tudes.

Unfortunately,

a microfilm copy of neither a manuscript nor an early edition of the
Rode works could be obtained for examination.

In general, the Rode Caprices cover the same ground as the
Fiorillo and Gavini~s compositions.

Th.e concentration of study in the

Rode ~tudes lies mainly in the first five positions, with only occasicnal
excursions in to sixth and seventh.

A majority of the Ca.prices are

monophonic, but double stopping and chordal playmg are not neglected.
Like the Gavini~s and Fiorillo studies, these ~tudes were designed for
the more advanced student.

Rovelli
Pietro Rovelli (1793-1838), young Italian pupil of Kreutzer,
also contributed to ~tude literature.

'The Twelve Caprices which con-

stitute his Opera 3 and 5 are published together in the modern edition. 27
'These ~tudes could be used profitably by the violinist needing practice
in finger independence and in extension of first finger downward out of

27. Pietro Rovelli, '.J'w:e]t:e Caprices for the 'Violin. Op.
Leopold Lichtenberg New York: G. Schinner, 1903).

3 and 5, ed.
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position as well as extension of fourth finger upward.

Many of these

studies necessitate extended and distorted position of the left hand.
Bowing technique is not neglected, but emphasis seems to be placed upon
mastery of fingerboard technique.

Although key signatures do not extend

beyond three flats or three sharps (both C major and A minor are omitted),
the caprices are liberally endowed with accidentals.
are challenging and musically interesting;

The canpositions

they deal effectively with

the technical problems for which they were designed.
practice are lacldng.

Instructions for

In view of the fact tha.t Rovelli is reported to

have found violin teaching distasteful, 28 it is plausible that the violinist wrote these
problems;

Caprices for greater mastery of his

own

technical

nevertheless, the possibility that the works were composed

and used by him for instruction should not be ruled out.

The 25 Melodious and Progressive studies for the Violin 29 which
constitute the Opus 36 of Jacques F~r~ol Mazas (1782-1849) are separated
according to degree of difficulty into three books:

Suite I; h,udes

28. Richard Aldrich, in img,., Biography, unnumbered.
29. Jacques F~r~ol Hazas, 25 Melodious and Progressive Studies for the
wlin., ed. A. Schulz (New York: White-Smith, n.d.). This is a
trilingual edition, in French, German, and English.
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spaciaJ,es, Suite II· ttudes br:;iJJantes.
d'ar;tistes.

and

Suite III; Stud.es

'!here are thirty studies i.l"l the first book, twenty-seven

in the second, and eighteen in the third.

In the modern edition, each

"Suite" is published in a separate book.

In the Paris edition published

by Le Due, each "Suite" is printed in three books, which would make a

total of nine books for the complete set or ~tudes.30
The ~tudes are nn.isical, and many or them bear titles, such as

MQ,od,ie. 31 Pa,thetiq;ue. 32

or

Ta.rantelle. 3 3

The technical problem with

which a composition is concerned is usually identified, and instructions
for practice are given at the beginning of each ~tude, additional comments being supplied. wherever needed in the body of the composition.

No

directions are given for those ~tudes concerned mainly with style or
expression, such as the

RQnance. 34

Comparison of modern and early edi-

tions was hampered somewhat by the inability to ex.amine an early version

30.

F. Mazas, 10 ttudes spGciales pour le vi,olon d'une ma,rche progres-

:;s~' ~,,::;";~~ g=:,~~:~!
~ . Op. 36.

(Paris:

Alphonse Le Due, n.d. ). ____ _ _ _ s
(Paris: Le Due, n.d.)

pour le Yiolon d'une ma,rche progressive, , , ,

31. Ibid., No. 31, II, 2-3.

32. 11:wL,

No.

58, III, 3.

33. I.bid., No. 65, III, 24.

34. Ibid.,

I, 18.
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of Suite II;

this was missing from t he microfilm copy examined, and

efforts to procure a microfilm copy of a complete set of the seventyfive ~tudes in the same early edition (or the manuscript) have been
unsuccessful.

However, a comparison was made of the editions of Suites

I and III, and the following discrepancies noted:

In the Le Due edition,

the so-called "broad" ( - ) !!l&rks were never used, but such markings
appear often in t he modern edition.

Lack of these marks in the early

edition can cnl.y mean that the composer did not desire their anployment,
for a type of "broad" mark was mentioned by Geminiani as signifying "that
the Notes are to be play'd plain and the Bow is not to be taken off the
Strings";35

he discusses also where this type of bowing (and marking)
36
was good and where it was bad.
In the Paris publication a distincticn
is made between the dot placed over or tmder a note(·) and the wedge ( 1 ) ,
but in th e modern edition the wedge finds no place, and the dot seems to
be used indiscriminately.
instance of this.)

(See discussicn above, page 239, for another

Original fingerings have been adhered to, and only

rarely ha.s a change been made in the bowing.

Minor alterations have

been made in the modern version which in no way change the instructions
for proper rerrlition of the ~tudes:

deletion of the words " sons4harm. "

and substitution of the "o" under a designated fourth finger marking
4

( o );

and use of modem bowing indications ( V , n ) instead of "P"

and "T" or "poussez" and "tirez."
35. Geminiani, m>, cit., 8-9.

It is tmfortunate that a microfilm

36. iw., 27, 30-31.
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copy of the manuscript was not available for comparison.
The instructional value or the volumes ot ,tudes considered in
this chapter is attested tu their continued use tor more than a century.
Some of them have had wider employment than others:
have been the daily bread of many violinists.

the Kreutzer ,tudes

Certain or the Kreutzer

,tudes have become so familiar that even non-musicians recognize their
melodies (particularly, No. 2).

Some of these 8tudes have been trans-

posed, adapted, or arranged as stu:lies for other stringed instruments
and even for wind instrume11ts.

Perhaps the Rovelli Caprices are the ones

least used today, though they have much to offer to the more advanced
student.
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Chapter IX
CONCLUSION
The history of the violin atude did not follow the same lines
in all countries, but a sanewhat similar skeletal framework can be located in France, Germany, and Italy.

Early writings about the violin

were descriptive and without music for practice.

When, around 1700,

methods and tutors began to be written, small dance pieces were included,
and these were usually in binary form.

As the violin increased in popu-

larity and esteem during the course of the eighteenth century, an interested public desired instruction, and more methods were published;
these became aore ecmprehensive, both as to verbal and musical content.
Not only was more music included, but the compositions were of greater
length, and were selected (or designed) to cope with technical difficulties.

&Y- mid-century, page-long ,tudes were a part of sane methods,

and before the century closed, several books composed solely of ~tudes
had been published.

In France, Jambe de Fer's Epitome musical,e (1556) looked down
on the violin;

eighty years later, Mersenne praised the instrument and

included a method (without practice music) in his
MonUclair's

Harmonie uniyerselle.

Mdthod,e facile("-. 1712) was intended for use with

a

teacher but was concerned with the problems encountered in playing a
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sarabande or canarie.

Popular demand was cited by Dupont as i:aiAm,

for publication or his P;ripgipes de yio1on (1718).

Corrette

incorporated ,tudes or le~s into his L' &col• d' Orphb ( 1738);

these

were usually short -- sometimes only one line long -- but were musical
and had a didactic purpose, which in sC111e cases was "taste." Minuets
and dance pieces in binary f'onu were included. also.

The year after

Geminiani's treatise was published in London, a French translation •ppeared. in Paris ( 17 52) ;

translations of the Quantz and Mozart treatises

also circulated in France.

The last half of the century witnessed the

production of more methods;

probably the most important or these were

by L'Abb4 le fils, and Cartier.

Cartier's L'Art du yig1cm (1798),

separating principles and music according to French, Gennan, and Italian
"schools," illustrates the importance attached to perronnance in the
proper "taste" or style;

this element of expregsion was not neglected

in the ,tudes included in methods written by others.
In Gem.any, the virtuoso violinist Farina notated sen• tmr.a.

de force
Hizler

with instructions for their proper rendition (1627);

(Dor

Daniel

HIPIP Mµrlga. 1615) and Johann Herbst (Mg,si91, pra,ctiga.

1642) did Utile more than describe the violin.

Georg Falck' s Anl,•i,tµng

zum Vig1in (1688) and Daniel Merck's Compendium mu§icae (1695) present
material comparable to that contained in the English tutors.

Both

Bud1rnenta pandµristae (17.54), written by "•inem aufrichtigen MusikFreund," and the

Y•rsµgh

of Leopold Mozart (1756) contained sane examples

2.54
In England, didactic material was concentrated in tutors.

The first edition of Playford' s
later editions did.

Introduction

contained no music, but the

Nolens volens (1695), believed to be the first

extant tutor devoted solely to violin instructicn, was perpetuated in

many guises well into the eighteenth century.
consisted mainly of dance tunes.

The music in these tutors

It was about the middle of the eighteenth

century before Crome included in his Fldd1e New Mcxiel 'd material that was
a step further toward the ~tude.

The Art of

Playing

on the Violin

Soon afterwards, in 1751, Gerniniani's
presented both exercises and ~tudes;

this was a true exposition of violin playing, and the ~tudes in it were
for style and expression as well as for technical problems.

An

Philpot' s

Introductim to the Art of Playing on the Violin, , , Cal,cµla,ted for

La,ying a Regn]er Foundation for Young Beginners
binary form for instructive purposes;

employed small pieces in

Gehot' s The Arte

of

lbwing

on the

llol1n. ( 178-) and Piehl' s ,Andante ror the Violin with 100 Y&d,a,tions
(published in England a. 1795) were ~tudes in theme-and-variation form.

,An Abstract

of Geminiani' s treatise, without music, was printed

in Boston, New E'llgland, in 1769;

The Instrumental, Assistant of Holyoke

(a. 1800) provided instructional material similar to that in the English
tutors.
In the Scandinavian and Iberian peninsulas, a line of ~tude

development could not be traced.

The Spanish and Portuguese produced

methods, begirming with da Cruz (1639).

Herrando's Arte y pµntu,al
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explica,cion de.1, mod,o de toear el violin ( 17 56 or -57) was comparable in
scope with methods in other European countries, and contained both exercises and ~tudes.

No books of ,tudes were found in Spain and Portugal.

In Sweden there were the Asyggi of Roman ( 1730-40) , but no methods
were located.
Besides being used for instruction, ~tudes developed as cmcert
pieces.

The capricci in the concertos of Tartini, if these capricci are

viewed in the light of Jacobi's interpretation of the word "capriccio"
as used by the Paduan violinist, are concert ,tudes.

Locatelli's ca-

pricci were regarded as separate compositions, to be perfonned with or
apart from his concerti, ad Uhitum.
Two factors seem to have remained somewhat constant throughout
the early history of the violin ~tude:

the use of binary fonn, and the

employment of the tenn and the genre known as "caprice."

The first solo

with instructions given for perfonnance (or practice) was Farina's

Ca,priccio stra,va,ga,nte ( 1627);

Walther included capricci in his Hortulus

chelicus (1688); there were caprices in Speer's Grund-righter unterwh:a ( 1697).
caprices.

~ l pieces included in methods were sometimes called

Most of the books of &tudes published between 1787 and 1810

have the word "caprice" in their titles or subtiUes;

concert ,tudes

appeared as capricci, in the concertos of Tartini, Locatelli, and in
the Tw;enty-four Capri.cos of Paganini.
The dance tunes in the tutors and the stylbed dances included

256
in the early methods were usually in binary form;

the small ~tudes in

later treatises and methods often employed this form.

All of BMmi's

Cinqyante •Uud,es (a. 1795) are in binary form, and this same construction can be found in some of the ~tudes in the standard repertoire,
though in these later books the ,tudes are not exclusively cast in this
mold.

Perhaps the binary influence carries over into those ~tudes which

appear as two movements to be played without a break, sane of which ap-

pear in the works of Rode, Fiorillo, and others.
!ht the caprice was not the only type of composition in which
the ~tude appeared.

From the time of Tartini's

L'Arte dell' arc;o

the variation form provided fertile ground for ~tudes.

Campagnoli,

Piehl, Gehot, Romberg, and others wrote ,tudes in this manner.

Assaggi of Roman were written in sonata form;

The

Stamitz and Campagnoli

used Divertimenti, in form very similar to that of the sonata.
and Piehl used preludes;

(1720),

Corrette

Piehl wrote some fugues, and Ebnporti, like

Pach, wrote inventions (1712).

It does not seem strange that the Italian

works were not entitled ,tudes (with the exception of those written by
Fiorillo and &-uni who were working in France) , when one considers the
fact that one of the greatest Italian masters -- Tartini -- instructed
his pupils to practice passages from sonatas (and especially Corelli
sonatas).

Both Piehl and Campagnoli can be traced to Tartini I s "school."
The ,tude had no form which could be considered exclusively

its own.

The fact that it could be cast in many forms usually regarded
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as belonging to performance works may indicate that some of the ~tudes
in the repertoire for instruction should be heard in public performance.
Nor was the ~tude confined to technical problems.
important was the matter of style or taste or expression.
these purposes were included in many instruction books;

F.qually
ftudes for

style, expres-

sion, and taste were important features of the publications of Brijon,
Geminiani, Cartier, and others.

The fact that Cartier' s

L' Art du yiolon

(1798) was divided into three sections -- for the French, Italian, and
German "schools" -- is an indication of the importance attached to performance of canpositions in the appropriate style.
writing in the

Neue Zeitschrift

fUr

Musik 2

Robert Schumann,

in 1836, states that in a

sense every piece of music is an ~tllde, but that a typical ~tude demands
a didactic purpose or a definite aim, such as the ca:iquering of an individual difficulty of technical, rhythmical, expressive, or interpretative character, and that if there are varied difficulties within the
piece, it belmgs to the caprice type.
This present study indicates that the word

11

&tude" was used

in didactic literature for the violin more than a decade before it was
employed in piano literature,

Although Ganz 3 cites the use of the word

2. Robert Schumann, "Etudm," "Review of J.P. Pixis, Exercices en forme
de V,a,lses. Oeuvr. 80. Livr 1. 2. ). 12 Gr. -- Kistner," Neue Zeit-

schrift

rur Musik~

3. Peter Felix Ganz,

IV

(1836), 16.

v
f the Etude for Pianoforte (Ph.D.
dissertation, Northwestern University, 1960.
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"'tu.de" in vial.in literature as canmencing

1800, Bruni'! Caprices

& Hrs Y&r1'5 en fom,o d' ftudes had publication in 1787, and Fiorillo
also used the word in connection with his Opus:,.

Ganz reports that

the f'irst piano work bearing the title "~ude" was the

Etude de Cl,necin

of Cramer ( 1799), 4 and mentions that violin ~tu.des were published at
about this same time;

but both violin and nute •tudes preceded those

for the piano by at least a dozen years.

Ganz writes:

"Musical periodi-

cals of the eighteenth century make no mention nor use of the word
until 1799, 115 and gives as the first to do so the

Zoitµng, Vol. II (1799/1800),

A1lgomoipe musthljsche

Intilligonz-matt I, col. 2. T h e ~ -

ligenz-m.att actually includes a catalogue of works recently published
or to be published by .Ereitkopf & lmrtel.

One can find the word

11

8tude"

used in French music publishers' catalogues in the 1780's -- Detel's
(Dotel's ?)

for nute appears in Sieber's catalogue for 1786, and

Fiorillo' s

for the violin is listed in that publisher's catalogue

for 1788. 6
The history of the violin ,tude and that of the piano •tu.de
have similarities.

The dissertation by Roland Imfner, as reviewed by

Ganz, shows that the piano 8tude developed through the use of the variati011, toccata (in which category "capriccio" was included), prelude,
and Handstttcke, and in methods, before emerging as an •tude in its own

4. ll4sl,., 21.

5. IW-, 15.

6. Cari Johansson, Fronch Music PnhBshcrs' Crl.tlogues of the Socmd

BeJf of tho Ei~htoonth Century.

Wilcsells, 1955, II, 113, 114.

2 vols. (stockholm:

Almquist &
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right.

Etv substituting "capriccio" for "toccata," and "stylized dance

forms and compositions for style and expression" for "Handstttcke,"
the list would be converted to show the musical fonns used by the
violin ~tude, which appeared fully developed by 1787.

The piano ,tudes

of Cramer and Clementi have becane standard teaching material, as have
the violin ~t'\Xl.es of Fiorillo, Kreutzer, and Gavini\s;

and the concert

~tudes of Liszt, like the Paganini Capr;i,cos, still find a place on the
recital and cmcert programs of today's artists.
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APPENDIX B

The following list, "A Revised Bi.bliogr&phy of Treatises
devoted in whale or in part to Violin Instruction, published in England
16,58-1731, 11 was compiled

tu

David D. Ebyden, and published at the con-

clusion of his article "A Postscript to 'Geminiani and the First Violin
Tutor'," in Acta Musicologica XXXII (1960), 45-47.
duced here with Professor 13oyden's permission.
be made in this list:

The list is repro-

One correction should

For item 8, the correct reference is "Arber III,

123," and in the listing in the May

1699 Term Ca,taloi'Y,e the name of

one publisher is spelled "Crosse" and his address given as "Catherinewheel Court" (see above, page 150).
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::-t"'nd. aud Tllir.l B~0h <>f i11e Sdf -lwrn1.: tN (I~nJ,n H\ :·1, 1-1,,
., c lkctiol1 of all thm: b ,ks. .-,py in the Durham CntlwJr.:11 Ltbr::in. :::,l· ·

n,'t · ,n this '' Pl,stscri pt."

8. 18 -.;1Hrn] T/1 c Co111plc11t Tuter. Book 2. 1700 (J. Youi-.c). AnnounccJ in th o: Post B y.
Nov. 9, 1700. Sec nlso A'Rsrit HI. 2H.
• 10. Musical Rcaenfa,11s: or tl1e wlrole Art and Mystery of playi11g ou 11,e Violi11 (LonJ n,
HARE ::ind WA t sn, Oct. 1701 ). SMITH No. 64.
• 11. Nok11s Vol.:11s, Tftc Secomi Book for rl,c Violi11(london, WALSH and H U, Dec. 170 1)
SMITH No. 72.
• 1 I A. (BANISTER] The Complent Tutor. Book 3. 1702. Sold by J. YouNG with a set of Preludes
"in all tl,c keys after a new ,na1111er. Composed by Tito. Dean." Announced in the
Daily Coura,u, May 11, 1702, See a)so AuER 111, 299, 309, and HS.
• 12. JonN LENTON, The useful Instructor ou the Vlol/11 (1 702). Second edition of No. 4
above, with an appendix but without the airs. This information comes from JoHN
H WKlNS, A Ge11ert1l History (reprint of 187S, Vol. II, p. 770). No copy extant. The
Swedish composer and violinist. J. H. RoMAH (1694-1758) owned a copy at one time
but by 19SS it had disappeared (see INGMAR BENc;TSSO , }. H. Roman, Uppsala, 1955,
•

1

p. 66).

• n . Nolens

Volens, the Third Boolt for the Violin (London. WALSH, HARE, and

1704). SMITH

No. 1S8.

M1LLER,

• 13A. {T. B.) Compleat Musick-Master, 1104. See comment In thfs ''Postscript."
• 13 B. (T. B.J CoH1plear Musick-Master, second edition, 1707.
• UC. [BA 1STn) The Co,wpleat T1110, ••• Tice Fmtrtlc Boolt, 1707. See AllBEll Ill, SS4. Also
a set of Preludes by Mr. DEAN. Printed by J. You.No. Can thi• be Tice CoHtpltdt Tutor
for tlce Vic,liH by TH!O. DEAN, 1707, referred to by AaNoU> DoLMETSCH in bit TJre
lHttrpretatlOH of tlce Music ••• , p. 34?
• 14. The 4th Book of tlct MMslcal Rec,eatlOH: or the whole A,t of pl,ayf"8 ON tltt Violin
(London. H.u.1 and WAUH, 1701). SMffll No. lit,
• u. Tlte f BooJr, (sic) of Nolfld VoltHI, or tlu Art of PlaylHg OH the VtoliH (London,
WALSH and H.ua. 1709). SMITK No. 306.
• 16. The New Vtoll,..Ma.rn: o, tht wlcole Art of PlayiHB OH that lHstm,..act (London.
Hu1. WA.UH and P. RANDAU.. Dec. t 709). SMm1 No. 336.
• 16A. Boolr of lmtn,ctfo,c for the VfolfN. Announ cd In the Pou Ma,,, Nov. tl, 1709. Per•
haps this It Book I of The Viall• Mastn of hich No. 16 (above) may possibly be

pirated vmion.

• 16B. SecoHd Book of tht Vloll" Masttt. Announced In the Post Mon, Feb. 7, 1110.
VlollH Mam, l1t1provtd, Announced in the Post MaH, April 14,
• 16C. Third BooJr of
1711.
• 11. NoleuJ VoltHs: o,
mo t co,.,plear Tutor to the Violbt (London, WAUH and HAU,

ti,,

ti,,

Pr,,umably the fifth book of NoltHI VoltNS.
Tht 6tlc Boolt of Nolc11s Vole,,J, or rite JHOSf ,o,.,pleat Tutor to rite Violin (London.
1712). SMITH No. 414.

•J •

and HARE, 1713). SMITH N . 4-tl.
11,e Co,,,pleot Tutor ,,, rite VtollH. Tiet Fo11rtlt Boole. 1713. To which is added a Sl!t
of Pnludcs in all the: keys after~ new manner by Mr. DEAN, You o and RAWt.t , s. T.
CRoss. Jr.. eniravcr. Copy in the Euini Collection. Gh,seow Unlvers.ity Library, S«
WAI.SH

19.

,·omm~nt in thit "Pomcript." Same a th ··fourth" Book of 17077

' . \ l.·11s \' /cus 11,e 7tlt B"'ok, or tltt most CQ1uplt,1t Tutor to tlu: Vio/iir (Lo ndon.
\\ \I

II, 17 1 <;). s~mll

N". 47;2.
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· ,., \ ,:n:, ilir s 1, B,,,h 111.'ndon,

\ AlSlf onJ IIAHr. 1716 1. S,11 !11. ·,,. "'·

rlrc \ 11.,/11 1 I. nJ n. WAtsll nno HAkl. 171 ). :".\1111, \,., 1,
f /1 · C. 111p/t.11 f1 1r.'r r,, ti,~· \'1 111. l,I ls1cj B,n}. I l.onJ,,n. \\' ,,1.·11 :rnJ I l.,1u, 17 I,, .
S,11 111, 10 . ;0 1. _me..: th.: lir;r bnl,. f th is. ' rt\!$ ( \VA1.Sli :md H ,\ RJ ) npp,:nr·d in 171 7,
th,· third b, Jk f 1, 10 \\ ,, · qui r..: lil.. dy r r..:fo ·..:J by n ·• .:c nJ "' book vf 171 il . This
"s.:c,,nd" h,,I,. ·h,111I J not b..: t.'nh1 • .:J \\ ith th..: "'sc.:,rnd " b k of th..: BA~t>TtR
c ,,:uplc,11 Tw.ir (Y, us;c f 17 l1 ~) . Cf. ' · oB :ibo\'e.
/l,,,,h f, r L.:,1r11crs ' II tlrr \ ' i.:,/111 tL,")nJon. WAt m. c. 1 721 ). _,,H rn o. 621.
'' T. B. I 1'11 0 .,11\ . [\R('\\':-J , Cvmp c<11 ,\lusld; -;\ln srcr (1,(lndon, rJ ed ., 172.2). Copy in
'1c C,•11:1 1 \,11 T11;, r ,,,

1h..: B:iu,h ,\lu ·.:um. Sec .:ommi:nt in thi " I\Yt s,ript.''
Ml 1'111 r r,, rlu \ ', liir lf,c,nd n. WALSII and HARE, 1 723).
C,ry in th.: Brittsh Mus.:um . .., • Ml 111 num .::r, the latter stopp ing at 17-•. See c.:>mmcnt in th ii "r~,sts..:ript."
Tl,c '11111l ct1 1 Ttt N 10 tlic \'i, /(11 - ll1c Fi{rl1 n~,,1k (L nd n, J. YouNC, 1727). Copy
in rhc British Mus..:um. S.:c c-.1mmcnt in r!li. "P ·tscript."
Jo1 1-.: P1 AHORO, h11, rlucri-,11 1,, 1l1c Slnll f ,\111sid~ (19th ed., 1730). Sec om mcnt to

2t>. Tl1c t-:lr Ho,,;, ,, tire C '"'t'

n.
19 .

. I, :ibove.
Tl,c Arr ,:,f Pfovi11~

011 1l1t• \',

1hr, Part V of T'1e Modem At11sicl?-.\tasrer (London,

1730 '31 ). Sec ~mm.:ntary in the article and in th is "Posrscript.''
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